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CHAPTER I 
THE PROBLEM AND DEFINITION OF TERMS USED 
When traced culturally, the history of music education 
in the United States reveals certain shiftings of emphasis 
from the religious (1625wl770) through the political (1770~ 
1860) and the utilitarian eras (1860~1920) towards the motives 
of mass education (from 1920).(148:174) More recent trends 
indicate the emergence of the musica-l arts and music education 
as an integral aesthetic component of contemporary culture. 
The broadening interests in general education have stimulated 
the gradual promotion and clarification of such desirable 
democratic goals as equality of opportunity, childwcentered 
interests, and the breakdown of parochialistic attitudes and 
ethnocentric tendencies. 
Ever since the efforts of Mason and others in intro~ 
ducing music into the public schools, the music education pro-
fession has made forward-looking strides to clarify objectives, 
. . 
to stimulate more effective teaching pedagogy, to improve 
standards, to broaden the horizons of music education, and to 
establish a working rapport with the social sciences. As a 
result of new concepts in changing society, important antih 
thetical issues have risen from a great tra~ition of private 
and public school teaching, and have found more significant 
meanings in closer relations with the school, the home, and 
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the community. These basic problems in both professional and 
amateur music are most crucial to the music educator today, 
in view of new leisure time patterns, technological advances; 
economic and political pressures, population growth, and the 
development of mass media in communication.(92) 
Perhaps more than ever before in the relatively brief 
history of music education, the music educator now finds it 
necessary to define, and indeed to defend the objectives and 
aims of his chosen profession, not only in the time-honored 
reference to skills, curricula, slogans, and budgets, but 
also in terms of more penetrating contemporary concerns 
involving standards of musical value, bases for discriminat~ 
ing value judgments, manifestations of music in the affairs 
of men, and the very nature and meaning of music as an 
11 aesthetic component in the world of individual and group 
experience. 1!/(174:41) To embark on such probings dealing with 
j 
the essence of music and xhe aesthetic implications for music 
education in order to clarify beliefs, is a rather specula-
tive, but nevertheless, rewarding venture, which invites phi~ 
losophical inquiry, and which constitutes an understanding of 
man's attempt to seek truth, reality, and goodness. It is in 
the broad framework of philosophy, and philosophy of educa~ 
tion, within the comprehensive view of the cultural status. 
quo, that this study appeals earnestly for greater emphasis 
on aesthetic values in the overall music program. 
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I. THE PROBLEM 
Statement of the problem. It. was the purp~se of this 
study (1) to examine the philosophical bases which provide 
the foundations for the major aesthetic dimensio~s of musical 
values, ( 2) to analyze the implications of philosophical and 
aesthetic value theories for contemporary music education, 
and ( 3) to formulate a synthesis and interpretation of the 
established value theories for a desirable program in music 
education. 
Importance of the study. The nature of a democratic 
society indicates '1a never ending philosophical struggle, a 
ferment for vital change. 11 (143:98) This observation by McKay 
tends to provide a pivotal point for argumentation, for 
inquiry, and for speculation. The key word is change. If 
change is accepted in the sense of. its inevitability, is it 
j.he function of education to reflect the changing aspects of 
society, or is education~ itself, the most important and 
J,.ogical social agency to effect desirable changes? If the 
latter is the preferred function of education, by what stand~ 
ards or value norms should a desirable change be judged? 
The case for the music educator begins to assume some 
significantproportions: Are musical tastes 11man.::.made, sub-
ject to normal changes and to human evaluation?tt(l77:10l) 
Is the student the "creator of his own musical culture? 11 (176:139) 
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Is the connoisseur 11 the only reliable source of standards 111 
(172:84) What are the philosophical and educational assump~ 
tiona in the belief that Haesthetic standards are not created 
by personal preference?" (57:245) 
There emerges from such vital questioning a basic 
conception of dualism~~of change and permanence, of individu-
alism and humanism, of traditionalism and reconstructionism, 
of mysticism and rationalism. The cleavages which exist in 
contemporary music education primarily because of the diver~ 
gent nature of musical aesthetics and musical values in 
changing society, are rooted deeply in such philosophical 
inquiry. The manifold research studies in music education 
which have stressed the subjective~emotional, the factual, 
and the theoretical levels of discussion have sorely neg-
lected the aesthetic and rational aspects of philosophical 
discourse. According to Broudy: 
If the facts and scientific theories cannot settle 
the controversy, t for example, the argument concerning 
the nature of musicality] and the disputants still wish 
to continue a rational discussion, they have to pass to 
another level of argument, namely, the philosophical. 
Here the disputants defend their value commitment in 
terms of a theory about what is really true, really 
valuable, and really real.(l4:18) 
The significance and rapport that the musical arts 
have for philosophy is readily evident in the works of Plato, 
Aristotle, Aquinas, Rousseau, Herbart, and Hegel, to mention 
a few, as well as in the discourses of more contemporary phi~ 
losophers. It was Dewey who stated: 
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Philosophy like art moves in the medium of imagina~ 
tive mind, and ~ince art is the most direct and complete 
manifestation there is of experience as experience, it 
provides a unique control for the imaginative ventures 
of philosophy.(19:297) 
Although the basic dualism seems to emerge from even 
a cursory examination of the various philosophies of music, 
notwithstanding the apparent spectrum of relative philosophi-
cal positions taken along either end of the continuum, the 
consistency in regarding music as an aesthetic expression can 
be readily observed. If the nature and meaning of music is 
inherently bound, and philosophically rooted in aesthetic 
elements, should not the music educator formulate his philow 
sophy and comprehensive ideas concerning values in music edu-
cation from such acspringboard? Indeed, is it not necessary, 
then, for the music educator to probe deeply into the theo-
retical components of aesthetics as proposed by such thinkers 
as Plato, Aquinas, Rousseau, Hanslick, Tolstoi, Langer, Meyer, 
Broudy, Portnoy, Dewey, Brameld, McMurray and others, who 
have discussed the problems of musical aesthetics primarily 
as observers, not directly involved in music making or music 
teaching? 
Perhaps the above assumption can serve to clarify the 
reason for the obvious passive attitude of many music educa-
tors to formulate a meaningful philosophy in terms of .the aes-
thetic functions of man. This lack of concern over aesthetic 
values for music education is apparent in the nature of the 
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types of research studies, (154:51:53) in a general lack of 
significant standards, (147:50) in the contemporary focus on 
pseudo-musical activities, (135:91) and in the somewhat bela-
bored sloganized concept of 11music for everyone. 11 (146:95) 
The contemporary cultural forces which are of concern 
to the future growth and development of music education can 
be faced squarely by a renewed vigor and with a reaffirmation 
of basic beliefs, which are framed by aesthetic convictions: 
The best way to preserve and maintain the status of 
music in the curriculum is to preserve its integrity as 
an art rather than to dissipate its ~esthetic potenti~ 
alities in order to serve non~musica1 goals, no matter 
how worthy they may be. Let us become convinced of the 
values that are inherent in music and unique to it, and 
maintain them in public education with intense devotion 
and calculating intelligence.(l27:29) 
On the other hand, it behooves the music educator to 
examine thoroughly McKay 1 s democratically and culturally c~n­
tered indications for vital change and ferment, which form 
the hub of Brameld 1 s radical philosophy of social reconstruc-
tionism: 
Aesthetics • • • instead of being studied for their 
own sake or for the cultivation of a faculty of reason, 
would be studied for guidance, insight; that may provide 
for the means and ends in education conceived in terms 
of cultural renascence.(l0:36) 
The fact that music educators are generally unin-
formed about philosophy and aesthetics merely points to the 
11 almost systematic neglect of philosophy and whole realms of 
aesthetic value in the teacher education program in music,'~ 
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(138:24) and consequently, in the actual practice of music 
education. The importance of the present study rests on the 
above considerations as well as upon the self~searching needs 
and professional standards of the music educator, in an 
effort to understand the philosophical, to identify with the 
practical, and to speculate with the potential. 
II. DEFINITIONS OF TERMS USED 
Philosophy. Any discussion of philosophy would 
revolve invariably about systems of reasoned beliefs that 
strive for consistency in terms of ontology, epistemology, 
and axiology, namely the study of reality, of truth, and of 
value. Educational philosophy may be defined objectively as 
llphilosophy applied to education • • • the probing into an 
educational question until it is reduced to an issue in meta-
physics, epistemology, ethics, logic or aesthetics."(l4:13-14) 
The obvious lack of a universal philosophy of edu~ 
cation necessitates a broader approach to definition in a 
cultural sense. According to Brameld, nif philosophy expres-
ses the belief of a culture, education helps to carry them 
out, and in so doing builds additional habits and skills use-
ful to that expression.tt(ll:67) 
' Since the philosophical study of an aesthetic disci-
pline, such as music, falls largely in the realm of axiology, 
and since cultural interrelations have exercised such 
influences on contemporary aesthetic values, philosophy, as 
applied to the musical arts, was interpreted throughout this 
report as man's search for the criteria, the origin, the 
nature, and the cultural manifestations of value in aesthetic 
expression. Such an approach does not, and surely should not 
be interpreted in isolation from the other branches of philo-
sophy-~ontology and epistemology. Hence, an overlapping was 
both evident and necessary. 
Aesthetics. As philosophy is concerned with truths 
or .principles underlying all knowledge, aesthetics is that 
branch of speculative philosophy "which seeks to describe or 
explain, in a broadly theoretical way, the arts and related 
types of behavior and experience. 11 (150:161) 
In a more mundane sense it has often been defined 
simply as 11 the
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__ philosophy, or the study of the beautiful: n 
(4:17) 
Musical aesthetics, therefore, should be the study of 
the beautiful in music, the ultimate goal of such a 
study being the establishment of criteria which would 
allow us to say whether or why one particular composi-
tion is beautiful while another is not.(4:17) 
The difficulty lies with the interpretation and mean~ 
ing of the term beautiful. S.choen points out that it is often 
paradoxical of critics, who do not know what beauty is, to 
tell others what is or what is not beautiful.(l55:33) To 
avoid such conflicts, and to provide for a more inclusive 
sphere of understanding, the following definition by Apel was 
accepted: ttMusical aesthetics is the study of the relation;;.;. 
ship of music to the human .senses and intellect.u(4:17) 
Values. Axiology, the study of beliefs about value, 
may be subdivided into three divisions--ethics, aesthetics, 
and socio~:poli tical philoso:phy-...Jall have values as a common 
denominator. Axiology attempts to clarify the criteria by 
which the good is determined in human conduct, the beautiful 
in art, and the right in social organization. (11:33) 
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The meaning of the term good has varied from philoso-
pher to philoso13her in.their quest for ultimate reality, 
truth, and value. Accordingly, the good, in an inclusive 
sense, may be determined by tradition, by individual experi~ 
ence, by the exercise of basic freedoms, by spiritual or 
scientific acknowledgements, by an authority or by majority 
right. The paramount necessity in the search for the good is 
the belief that therein ultimate truth may be found.(2:244~247) 
Aesthetic values involve more than mere preference, 
but indicate justification by aesthetic. judgment and commit-
ment to action; (173:388-403) that is, the development of a 
criteria of musical standards, and the use of value theories 
as functional tools in the interrelationships of the music 
educator and his professional, personal, and social obliga-
tions. Since the history and philosophy of musical aesthe-· 
tics indicate the important role of human experience as a 
conditioner of values, any definition which would consider 
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the values of music in isolation would therefore be unsound. 
The search for the good, the true, or the beautiful, was 
interpreted,here as synonomous with the quest for values and 
value judgments in a cultural climate which is characterized 
by plurality of musical standards. 
Education. Since the good was implied, in this study, 
to encompass the sum total of the desired goals of education 
in any given era, a definition of education should parallel 
such a concept. Education was interpreted as the way in 
which one goes about teaching succeeding generations how to 
find knowledge, truth, beauty, and all that is embodied by 
the good. 
Music education. The universally broadening func-
tions of music education tend to. alter the conventional nar-
row boundaries of public school music and mark this area of 
0 
endeavor as all-embracing: 
The term nmusic education 11 thus no longer relates to 
school work alone, but covers all forms of music and all 
means by which it may move and stir children and.adults. 
At the present time, there is no musical activity which 
is not also a form of education. (101:35..:.,36) 
Hence, the scope of musical operations in which music 
education has become involved includes both formal ancL infer-
mal aspects, school and community contacts, and public and-
private media of communication. 
The aesthetic function of music education is.inher.;;.. 
ently bound in the uniqueness of the organization and 
11 
deliberate control of sound manipulated by musical symbols, 
and characterized by the relationships of music to the human 
senses and intellect. Music becomes educational when suc-
ceeding generations are assisted in becoming critically 
intelligent about musical styles and forms, about the organ~ 
ization and design of sound, and about the social, emotional, 
and physical phenomena of music which characterize music as 
an art form.(l35:68) The above definition indicates the 
important role of logical coherence as an aesthetic tool 
11 inseparable from the problem of formal structure.n(47:229) 
The inclusion or exclusion of any facet of the music 
instruction program should be rationalized in relation to an 
aesthetically oriented philosophy of music educat.ion. Cons.e-
quently, the music educator and the general· administrator 
must seriously consider the validity of any curricular prac~ 
tice which interferes with or seriously impedes the ae~thetic 
goals of music education. Such a concept of the meaning and 
function of music education tends to reflect not only ~usical 
and educational objectives, but also implies critical qoncern 
for the extramusical cultural forces which influence the 
values and objectives of music and music education in a 
changing society. 
III. SCOPE OF THE STUDY 
This study was concerned primarily with an inquiry 
into the nature of aesthetics and aesthetic values in music 
,·::. 
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education. Since aesthetics is an element of axiology, a 
branch of general philosophy, the need for broad unders.tand-
ings in general and educational philosophy was recognized. 
In order to propose a value~oriented aesthetic philosophy of 
music education, an understanding of the major theories of 
value was a prerequisite. Probings into general contemporary 
and historical philosophical positions, the educational 
implications of the varied points of view, and their meanings 
for musical aesthetics in reference to the search for values-~ 
all these were determined for a valid philosophical framework 
of music education founded on an aesthetic and humanistic 
basis. 
The manifold interrelationships of musical aesthetics 
with other socio-cultural disciplines were limited to the 
extent of their bearing on the immediate problem. It was not 
within the scope of this study to attempt to exhaust tpe 
varied points of view and theoretical proposals of these dis-
ciplines apart from their musical and aesthetic context. 
Neither was it the purpose of this study to follow an all-
inclusive history of the development of either musical or . 
educational philosophy per se. 
The problems in music education, which were selected 
for aesthetic analysis, were those in which the critical pro-
fessional literature has shown the greatest concern. The 
limitation here was necessary because of the abundance of 
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source of ideas and as a screen for sorting 
out value objectives? 
f) What are the functions of music education in 
coping with the aesthetic problems of twen-
tieth century music? 
g) What are the social and political instrumen-
talities of aesthetic values, which counter-
act the functions and accomplishments of· 
music education? 
While this study has endeavored to raise questions, 
to interpret issues, and to suggest solutions, it does not 
attempt, however, to provide final, conclusive answers, nor 
to exhaust the many possible issues. On the other hand, such 
a comprehensive treatment should serve to stimulate and to 
signify the varying needs for further research in aesthetics 
and educational philosophy. 
IV. METHOD OF RESEARCH 
The method of research employed in this study was 
fundamentally that of philosophical inquiry. Research in 
aesthetics is somewhat analogous with research in religion 
11 in that neither strictly and philosophically speaking are 
. amenable to scientific methodology • • • although both uti-
lize the best scientific methodology in search for truth.H 
(123:21) The practical and aesthetic qualities of music 
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education lend themselves readily to philosophical research. 
According to House: 
The plain fact is that music education is not a 
research discipline, in the sense that the various natu-
ral and social studies are; music education is essen-
tially a profession. Members of the·profession accord ..... 
ingly interest themselves primarily in how to do better 
what they are doing, and not in any systematic uncover-
ing of facts relating to their task.(l54:51) 
Philosophical inquiry as a method of research stres-
sea broad fundamental generalizations, which are arrived at 
by means of exacting knowledge and precise definition. The 
methodical technique may be inductive, deductive, or a com~ 
bination of both. According to Leonhard, philosophical 
inquiry might be structured along the following lines:. 
1. Meaning of a complex of variables. 
2. Arrangement according to some general overall con-
sistency or unity. 
3. Organization into some synthesis or integration. 
4. Formulation of broad generalizations or princi-
ples. (138: 23) 
In reversing the technique the ;generalizations may, 
in addition, be applied to a problem-~ 11 as such it precedes, 
anticipates and supplements science because of lack of con-
trolled verified data.11 (l38:23) 
The research method in this .study followed broadly 
the above suggestions in that the inductive technique was 
employed to formulate generalizations and the deductive 
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technique, to apply the generalizations. The following syn-
opsis should serve to define the procedure: 
1. Examination of the various factors which are 
embodied in musical aesthetics, and the con-
flicting views of value theory in the musical 
aesthetics and educational philosophies of 
changing society. 
2. Implications and analyses of the aesthetic theo-
ries in selected problems, practices and philo-
sophical issues in contemporary music education. 
3. Formulation of broad generalizations which were 
applied toward a proposed speculative inter-
pretation. 
The over-all purpose of the study determined both the 
material included in the study and the pattern of research. 
ThUs the speculative interpretation of the proposed program, 
of music education (Chapter IV) was based deductively on the 
aes.thetic implications for music education (Chapter III) 
contained in the philosophical foundations of the study 
(Chapter II) • 
V. BASIC ASSUMPTIONS 
In order that this research be governed by a working 
hypothesis of some fundamental nature, the following basic 
assumptions: were accepted: 
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l. The manifold problems in music education are 
involved with aesthetic values--of the good and 
the bad; the right and the wrong; the beautiful 
and the ugly; the musical and the unmusical, 
and others. · 
2. Aesthetic values provide the basic premises, the 
unconscious ass_umptions, upon which individual 
and group musical behavior should be patterned. 
3. Educational institutions, social agencies, and 
political pressl,lres tend to perpetuate pat-
terned-behavior. 
4. Music education could be value-centered, provid-
ing for the transevaluatioh of aesthetic values 
instead of perpetuating conflicting value judg-
ments.(ll5:23) 
5. The study of general and educational philosophy 
promotes the development of rational bases for 
consistency in value judgments. 
6. Indifference to philosophical inquiry in aesthe-
tic values tends to stifle the full capabili.:... 
ties of the music educator both as a teacher 
and as a human being. 
7. The study of musical values, in general, utilizes 
an interdisciplinary approach which bears not 
only upon philosophy, hut also upon the 
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disciplines of related areas--cultural anthro~ 
pology, psychology, economics, sociology, and 
political science. 
VI. SOURCES OF DATA 
The sources of data used in compiling this research 
stem primarily from two directions~~books and publications. 
The apparent lack of sufficient research studies in the aes-. 
thetics of music education merely indicate and strengthen the 
need for further investigation. Pertinent literature in gen~ 
eral and educational philosophy, musical aesthetics, history 
and philosophy of music, graduate research studies, selected 
books and periodicals devoted to music education-~all these 
were examined critically. 
VII. ORGANIZATION OF THE STUDY 
In Chapter II the theories of educational philosophy, 
the historical and contemporary aesthetic dimensions, and the 
variable standards of criteria for aesthetic values in music 
will be discussed. This chapter will conclude with an inte-
grated arrangement of five contemporary philosophical levels 
of aesthetic values. Chapter III will consider the aesthetic 
implications in music education from the following points of 
interest: need for philosophical inquiry, antithetical 
problem areas, function of value standards, educational value 
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theories, and cultural concerns. In Chapter IV an in4erpre-
tation for a proposed program of.aesthetically centered music 
education will be presented on the basis of assumptions and 
generalizations derived from Chapters II and III. Chapter V 
will conclude the study with a summarizing critique suggest~ 
ing needs and approaches for additional study. 
CHAPT~ II 
THE PHILOSOPHICAL DIMENSIONS 
It will be the purpose of this chapter to review the 
literature pertaining to the basic issues and methods of four 
. philo so phi cal theories as they relate to an understanding of 
the value systems and historical bases upon which contemporary 
philosophies of music education are rooted. In the first 
portion of. this chapter each of the theories will be devel-
oped briefly in a threefold approach--(1) the general philo-
sophical foundations, (2) the educational methods, and (3) 
the parallel historical philosophy of music and music educa-
tion. Following this exposition will be a review of the 
major dimensions of musical aesthetics as indicated by the 
antithetical views of philosophers, critics, psychologists, 
and musicians. The chapter concludes with a summary which 
indicates five major philosophical positions upon which man 
bases his aesthetic values of music .. · The prime purpose of 
this summary will be not only to unify ideas presented 
throughout the chapter, but also to signify that "a philoso-
pherrs conception ·of the beautiful. is the product of his 
basic analysis of the nature of the universe and the role 
man plays in the universe .. 11 (70:234) 
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I. MAJOR THEORIES OF EDUCATIONAL :PHILOSOPHY 
Holding as a basic tenet that philosophy is the 
search for the knowledge of the good, there appear to be four 
strong philosophical theories representing directionals of 
approach: (1) Knowledge of the good is received. (2) Knowl-
edge of the good is discovered. (3) Knowledge of the good is 
constructed. (4) Knowledge of the good is reconstructed.(l83) 
Knowledge of the Good is Received 
A dualism has existed among philosophers concerning 
spiritual and material realms of ideas. The.theory of the 
received good as formulated by :Plato is transcendental in 
essence, that is, the soul or mind which possesses innate 
knowledge is cloaked during life, but returns to the spirit-
ual realm after death (reincarnation) in its eternal seeking 
for the good. In other words, the body is mortal, living in 
the material realm o~ sense experience, While the soul, in an 
eternal state, dwells in the spiritual realm of ideas of the 
good.(24:351-354) How can mortals attain the ideal? In 
Plato's Republic, as well as in Meno (uParable of the Cave"), 
the methods become clear: 
In Plato's view, education is confined to the reca-
pitulation of truth already known. All genuine knowl-
edge is innate, having been derived from observing or 
contemplating pure being in the world of the ideal; that 
is to say, it belongs to the structure of the mind 
itself. Knowledge, therefore, is fixed and unchangeable. 
It consis~s of photostatic copies of the universal and 
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ideal objects that constitute reality, and these photo-
static copies are deposited in the soul itself during 
its pre~existent life. According to Plato, knowledge 
neither grows, nor is it created; it is merely recalled. 
(24:375) 
Method of recall. Mental development, in the Plato-
nic idea infers a transfer of training and discipline of the 
mind. . The method of recall or reminiscence involves three 
processes-~chance stimulation, Socratic questioning, and the 
process of contemplation. Chance stimulation is embodied in 
the accidental recall. of the good, which bypasses the awaken-
ing of a rational nature. The weakness in the method of 
Socratic questioning is in the belief that the level of stu-
dent attainment may become limited to that of the teacher. 
On the other hand, through the contemplative process, which 
utilizes a systematic, habitual mulling over with sensory 
impressions of the world, the good may be determined. In the 
ttparable of the Cave, tt for instance, Plato considers habit as 
a necessity for perceiving-objects in the upper world of 
ttreal existences. tt ( 2: 248) However, the mental discipline 
involved in contemplation implies a democratic aristocracy or 
selective education. In Plato's democratic aristocracy, edu-
cation is under state control, and therefore, education of 
its citizens and services to the state is compulsory. 
Special ability must be recognized, and for this reason there 
is provision for the transfer of individuals from one class 
of society to another:(2:16) 
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If the son of a golden or silver parent has an admix-
ture of brass and iron then nature orders a transporta-
tion of ranks, and the eye of the ruler must not be 
pitiful toward the child because he has to descend in 
the scale and become a husbandman or artisan.(69:519~520) 
All activities in education are then directed to the 
process of means by which people in the 11goldu class may be 
found, for only these people have the ability to cope with 
ideas, or rather with a recovery of knowledge in the realm of 
ideas. Philosophy is the reserved ultimate study for the 
training of the mind, soul, or character. Education, accord-
ing to Plato, is not for use, but for mental discipline seek-
ing visions of truth, and idealization of life, terminating 
in old age to a life of contemplation.(2:248-249) 
Method of revelation. The concept that knowledge of 
the good is received through a method of revelation is chiefly 
the doctrine of the Christian Church. The decline of the 
Roman schools was succeeded by Christian education, the edu-
cation of the Middle Ages.(79:8) Designed_primarily for the 
maintenance of the Church as an institution, rather, than for 
the intellectual development of the individual, it was fur-
nished and controlled by the Church: 
The Church took a repressive attitude toward investi-
gation and free thinking. It interpreted the Bible, and 
to doubt its interpretations and to disobey its commands 
were regarded as sinful, deserving severe punishment. 
Superstition flourished, and the spirit of inquiry 
ceased to exist.(79:ll) 
The method of revelation in the Middle A8es implied 
the intervention of a prophet or priest, whose duty it was 
to make knowledge and the prophecy known. The church· 
schools prevailed until the advent of Scholasticism and the 
particular efforts of Abelard, Thomas Aquinas, Albertus 
Magnus, and Charles Martel, at which time a synthesis of 
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logic and theology developed based on the deductive reasoning 
of Aristotleo 
The Church changed Plato's concept of the eternal 
soul to that.of an immortal soul, and through the Doctrine of 
Original Sin claimed that the soul is occupied in darkness at 
birth. Theoretically, by conversion,.salvation, baptism and 
grace, the soul would proceed from darkness to light. The 
good was the word of God as revealed through the doctrine of 
the Christian Church: 
Satan is always at work on this earth, and,the best 
of men can be tempted. • •• No instrument (that is, no 
scientific knowledge) can protect men from what medieval 
men, in the Christian tradition, called sin. Protection 
from sin is afforded only by accepting the miraculous 
intercession of Christ, by being in the full sense a 
member of the Christian Church. Such member will know 
right from wron~, natural from unnatural by the fact of 
his membership.(l3:207~2o8) 
Method of unfoldment. The method of unfoldment, 
which held that Original Sin was wrong, was the basic philo-
sophical doctrine of Roussea~. Since God was all perfect,. 
the "bad 11 could not be made. Evil influences stem from an 
evil environment and evil society. The soul, Rousseau 
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claimed, is embryonic at birth and needs maturing through 
growth. The answer lies in proper environmental stimulation. 
Education according to this philosophy proceeded 
along the lines of natural development. Since. the seed of 
the knowledge of the good is innately present, what remains 
is for it to unfold from within, according to a motivating 
force which is symbolic of the superior teacher.(75) 
Although Rousseau's view of natural unfoldment has 
been attacked by modern psychologists, he has been, neverthe-
less, a powerful influence in modern education: 
Progressive education, in its regard for the indi-
vidual, its emphasis on interest, on education through 
sense impressions, on physical activity and development, 
and the like, is following some of Rousseau's sugges-
tions. (79:17) 
The application of the workeable theories of Rousseau 
to .school practice are evident in the works of Pestalozzi, 
Herbart, and Froebel. Brubacher points out that the natural-
ism of Rousseau is the underlying basis of pragmatic progres-
sive education. From Rousseau's assumption that child nature 
is good, stems the whole child-study movement.(l5:332-334) 
The philosophy of music and music education. The 
metaphysical theories of Plato and of the Athenian Greeks in 
general, provided the philosophical basis for a system of 
musical aesthetics which regarded art as imitation (90:4) and 
stressed the emotional and ethical expression of Greek 
antiquity. Since art reflected emotions and ideas connected 
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with the paramount ethos and institutions of social life, and 
since a change from the Doric to the Lydian mode, for example, 
might promote civic degeneration, Plato would not hesitate to 
condone a censorship of the arts, including music. "Art for 
art's sake would not have been understood." (19:7-8) 
Plato's system of musical aesthetics began by attri-
buting morality to the Greek modes; was expanded in consider-
ation of ttthe place of music in the cosmos, its effects, and 
its proper uses in society," and inevitably evolved into 
nsystematic descriptions of the materials and patterns of 
musical composition. 11 (28:6~7) The concepts, of ethos and 
pathos, of Appolonian morality and Dionysian sensousness of 
classical and romantic tendencies, thus emerged in Plato 1 s 
metaphysical philosophy synthesizing the musical aesthetics 
of the ancient East and West.(70:14.:....15) Plato's ideaJ,.istic 
explanation of t~e=world viewed music as an abstract ideal-
istic imitation, echoing universal values of virtue and 
morality. Music education provided an effective means for 
inculcating the inner soul and emotional life of man: . · 
A child thus exposed to the proper musical modes 
.would unconsciously develop dis criminating habits and 
abilities which would·. allow him to distinguish good from 
evil. After music had moulded the character of the 
child and made him emotionally stable, the study of phi.:... 
losophy would reveal to him in full consciousness the 
highest knowledge.(70:15) 
Not only was music education regulated by law, but 
the political and religious censure of change became evident 
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also in the denouncements of musical innovations and artistic 
license. It cannot be overlooked, however, that Platers con-
cern was culturally oriented in the welfare of the Greek 
state, in his admiration for the rigid censorship practices 
of Spartan philosophy of music, and in the contemporary trend 
toward musical innovations and musical expressiveness. 
Historical research has adequately demonstrated that 
early Christian music was of Hellenic and Hebraic origin 11 a 
conglomeration of the East and West, the Hebrew and the 
pagan .. 11 (70:46) The philosophy of music which ancient Rome 
bequeathed to the Middle Ages was, according to Grout: 
• • • a philosophy of music which regarded the art 
not as a play of beautiful sounds in a spiritual and 
social vacuUm of art for art 1 s sake, but rather as an 
orderly system interlocked with the system of nature, 
and as a force capable of affecting human thought and 
conduct. (28:19) 
The ideas of art and beauty still remained distinct 
even for Aquinas, in whose philosophy an underlying theme of 
humanism can be found. The purpose of music in the Middle 
Ages was functional and utilitarian--a means of effecting a 
closer union between man and God:(l6:37) 
The basic proposition in the philosophy of the Church 
Fathers was that music is the servant of religion.o Only 
that music is good which, without obtruding its own 
charms, opens the mind to Christian teachings and dis .... 
poses the soul to holy thoughts •• ~ music without 
words cannot do this.(28:31) 
Augustine's beliefs in banning pagan music, his 
mystical beliefs in the Pythagorean number principle, linked 
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with the harmony of the spheres, his feeling for an affinity 
between order in music and the mo~al order, his conception of 
music as a miniature representation of universal motion-~all 
these are in accord with the Platonic views. The :position of 
the Church towards music and education reflected the Platonic 
theories of preparing the mind for the contemplation of 
higher philosophic truths, and of promoting an attitude of 
divine contemplation divorced from mundane affairs. 
The metaphysical dualism, that music was imitative of 
a divine order stimulated numerous instances of antagonism to 
musical innovations during the thirteenth and fourteenth cen-
turies and has permeated the aesthetic principles of music. 
historically as a fundamental basis of judgment by both 
chur.ch and state. The concept of regarding music and reli-
gion as ntwo sides of the same coinu may be summed up in the 
philosophy of the prophets Amos and Isaah: 
That music was desirable as an appurtenage of reli-
gion, as a means to exalt the soul of the worshipper to 
new attitudes of piety and righteousness, that the 
prophet could understand and approve, but music as a 
provider of pleasure, a titillation of the senses, a 
luxurious art for art 1 s sake--the idea was to him com-
pletely foreign, indeed abominable. Beautiful was music 
only when it served a higher purpose, the revelation of 
the word of God; ugly and mean when it served mere sen-
sual delight.(72:15) 
The Greek idea of mimesis, that art is an imitation 
of nature, was embraced by Rousseau, Diderot, and other 
eighteenth century philosophers. Although the creative 
29· 
musician of the day reacted against such thinking, the philo-
sophers maintained the assumption that music was an i~itation 
of'universal rhythm. Instrumental music and music without 
words 'therefore played a secondary role in Rousseau's aesthe-
tics. While expressing a rational system of aesthetics based 
on metaphysical principles he did not hesitate to expound a 
return to nature as a cure for the social evils of the 
enlightenment. The dual role of Rousseau's philosophy helped 
to lay the foundation for Hegelian idealism, and Wagnerian 
drama. The influence on the latter was promoted by Rous-
seau1s leaning towards a national opera in vernacular lan-
guage. The influence of Plato is felt in Rousseau 1 s concern 
with the physiological effects which music could have upon 
behavior and character, in his acceptance of the metaphysical 
belief that music is an imitation of an ideal universal 
rhythm, and in his corroboration of the ethical and moral. 
conviction that exposure to proper music is essential.to tl;le 
good in society.(70:152-155) 
The prevalent philosophy of aesthetics in the early 
eighteenth century held that the function of music was in 
imitation of nature, 11not actual sounds of the world of 
nature, but rather the sounds of speech, especially as these 
expressed the sentiments of the soul.n(28:414) Complexity 
of structure and excessive elaboration were frowned upon as 
disagreeable. The Greek theory of affections was echoed 
during this period in Rousseau's return to nature.movement, 
in Rameau's doctrine of affections (85:566) and c. P. E. 
Bachts theories.(45tl74) The influence of rationalism will 
be discussed with the exposition of the theory of the dis-
cover.ed good. 
Knowledge of the Good is Discovered 
The Platonic theory of the received good and its 
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three methodical interpretations-wthe doctrine of reminis-
cence, the doctrine of revelation, and the doctrine of unfold-
ment~-have pointed to knowledge of good as received from the 
spirit world. With the riseof Humanism, the Revival of 
Learning, and the development of inductive reasoning, .. the 
received tradition lost some ground. 
The theory of the discovered good may be traced his-
torically to the period of the Sophists in Greece, and espe-
cially to Aristotle. It was not until fifteen centuries had 
passed that his ideas took profound hold: 
From the standpoint of method, especially that of 
formulating and systemizing knowledge, he was the first 
and greatest of the ancient encyclopaedists and the cul-
mination of Hellenic creative thought. During the 
middle ages, Aristotle was looked upon as the greatest 
man who ever lived. So extraordinary was the veneration 
paidhim that some wit humourously suggested that God 
created man, but left it to Aristotle to make him intel.;. 
ligent. The Roman Catholic Church declared his works 
authoritative in the fields of philosophy and science. 
(24:392) -
Like Plato he believed that the highest art of man 
was to direct society, so as to produce the greatest good for 
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mankind. Aristotle essentially took the position that usince 
reason is what distinguishes man from the brutes,. the culti-
vation of reason necessarily constitutes the highest happi-
ness.11(9:64) While Plato resorted to the supposition of a 
higher universe, to the world of ideas, Aristotle believed 
that knowledge of the good consisted of knowing what npure 
form 11 was like: 
Generalizing his concepti·en of causation, Aristotle 
explained the whole universe as a development of matter 
and form. What the body is to the soul, the world is to 
t1pure form" which is God. The form is always the higher; 
-it is that fo::r which matter exists. Form is the type, 
the genius; the universal exists in the particular, or 
individual object. For example, the egg is the indi-
vidual, the form within it is the general or uniyersal. 
This is the doctrine of immanence as opposed to Plato's 
transcendence.(24:399) 
Aristotle rejected the separation of body and mind 
and was troubled with Plato 1 s metaphysical dualism. He 
attempted to rationalize and synthesize the real and the 
ideal form in the doctrine of hylomorphism~-that all reality 
is a contimuum of matter and formo In the field of educa~ 
tional method Aristotle made a most positive contribution by 
insisting that all,true knowledge is based.upon direct experi-
ence and the method of inductive reasoning. He is acclaimed 
as the originator of deductive logic, which has influenced 
the educational development of such studies as natural his~ 
tory, biological science, empirical psychology, and the sci-
ence of rights.(24:399) The impact of the discovered good 
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and its .rational nature created a conscious stream of logical 
probings both in defense of an idealistic good and a fresh 
search for the realistic good. 
Method of reasoning~ The two phases to the processes 
of logic, that is, deduction and induction, became the intel~ 
lectual and philosophical methods of first the Scholastics 
and later the Humanists. The ideal truth ~emained eternal, 
to be discovered through a rational process, although rela-
tively few in~ividuals would be capable of doing this. 
During the Age of Enlightenment~~of Bacon, Descartes, 
Leibnitz, and Spinoza--inductive reasoning was the means by 
which beliefs and generalizations were examined. Rationali~ 
zation was applied to every day life, and though a separation 
existed between philosophy and theology, Descartes t~ough 
inductive reasoning and the theory of first principles 
attempted to prove the existence .of God. Curricular changes 
indicated that a logician trained in mathematics and theory 
was capable of finding the good.(l3:368~397) With the rise 
in the social status of the common man, philosophers deliber-
ated over the validity of the method of first principle. The 
need for sensual affirmation became self-evident. 
Method of sense empiricism. According to the stated 
philosophies of Locke, Hobbes, Newton, Herbart, and Spencer, 
all knowledge of the good originated with sense data. The 
inductive process, although still employed, started with 
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sense data which could be objectively and successfully tested 
by more than one method. Locke's theory that the process of 
learning, was more important than the content provided a 
foundation for modern educational psychology. Empiric sen-
sationalism, theory of mental states, faculty psychology, the 
tabula rasa concept~-all these were rooted in the method of 
sense empiricism.(86:43) Herbat's five formal steps to 
inductive teaching led to teacher certification, class 
instruction, and the introduction of scientific subjects into 
the -curriculum. Newton's material universe was a fixed, 
finished, creation and knowledge of the good, obtained 
according to the apperceptive inductive process, was final. 
Education was something that happened to the learner rather 
than something which was instigated by him: 
The senses are supposed to be active in absorbing 
impressions of the world roundabout the learner. Educa-
tion seems to be something that is done to the child 
from without. He undergoes it. Even if the content of 
the curriculum is made to appeal to the mind rather than 
to the senses, any learning activity goes on chiefly 
inside the learner. The mind is occupied with mirroring 
ita universe of knowledge and value. There is a minimum 
of overt behavior. (15: 257) 
The confl~t over the fixed creation of God and the 
machine world, and the doctrine of evolution gave rise to the 
theory of behaviorism or natural selection. 
Method of natural selection. According to Darwin, 
nature is still in the process of creation. More individuals 
are born in a given generation than can survive, consequently, 
.• -' 
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a struggle for existence occurs. Nature determines who sur-
vives, and if nature changes, so .does man. According to this 
Doctrine of the Survival of the Fittest, what survives .is 
good. (13:413-416) The educational process in the method of 
natural selection was factor analysis and measure in order of 
frequency rank. The schools soon shifted from theoretical to 
practical applications of learning. Guidance and aptitude 
testing began, seeking to determine what factors contributed 
to success, and who was successful. New schools of psycho-
logy asserted their.claims as associationists or connec-
tionists. No psychosis without neurosis became the philo-
sophical core of these individuals. This was the age of the 
reflex arc, the S-R bond, the conditioned reflex, and Thorn.;. 
dikets laws of learning. Binet launched the testing program, 
and with Stanford, the normal distributive curve was estab-
lished. In the psychology of behaviorism the individual is 
relieved temporarily of the troublesome question of dualism. 
"Mind is definitely out.of the picture. All problems of 
human behavior must be accoimted for in terms of psycholo-
gical response to stimulus .. 11 (9:176) 
Other philosophers of this period, such as Hegel and 
Marx, were concerned with dialectical sociological problems 
in historic determinism, economic determinism, materialism, 
and comniunism. These philosophies based on authoritarien 
concepts, allowed the.individual little freedom in determin~ 
ing the good. 
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The philosophy.of music and music education. The 
influence of Platoon his pupil Aristotle is amply reflected 
in the latter's philosophical discourses. Music was an imi-
.tative art rooted in the mysteries of the cosmic harmonies. 
Since music was a reflection of its maker, Aristotle reasoned 
that the ethical tendencies of the creator and the resulting 
influence on the listener were to be seriously considered in 
a moral sense of good and bad. Further indications of such 
Platonic views are manifested.in Aristotlets sanction of 
censor(3hip, in his interest itt the numerical aspects of·musi-
cal tones, in his concern for the musical education of youth. 
Formulating a doctrine of ethos based on the Golden Mean 
(preference for the Dorian mode as mean between the other 
modes)(70:23-30) Aristotle developed a philoso~hy of music 
education which reflected the Platonic concern over the 
increasingly subjective state of music in his day: 
Airstotle made it clear at the outset that those who 
judge music must first be performers with a fair degree 
of accomplishment themselyes. Only those who had a 
knowledge of the various modes, rhythms and melodies and 
a technical appreciation of the music which was being 
performed ccould first, understand the music, and second-
ly, evaluate it in order to form a rational judgement 
of its worth. The·Athenian youth must therefore be made 
musically literate if he was to become an enlightened 
citizen.(70:26) 
According the prescriptions of the Golden Mean, over-
indulgence in performance proficiencies for the sake of 
amusement or for professional executions in contests must be 
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rejected. Instruments (such as the flute and harp) which 
required skill were not to be admitted into education, since 
the prime purpose of education was self~improvement, not a 
practice of the art. The latter purpose of music was desig-
nated not for the freeman:, but for the slave or paid per-
former.(39:134la,l34lb) 
Both Plato and Aristotle considered the ultimate 
functions of music to be the good of man in society; but 
Aristotle 1 s rational system prevent~d him from accepting 
music as a faithful imitation of nature. His belief that the 
ttfunction of music was not to imitate nature, but to recreate 
. the world of natural sounds into idealized musical tones, n 
70:30) stimulated a more liberal philosophy of music educa~ 
tion: 
Is it to instruct, to amuse, to employ leisure? Now 
all these ends are properly allotted to it, for it 
appears to partake of them all: for play is necessary 
to relaxation, and relaxation is pleasant, as it is a 
medicine for that uneasiness which arises from labour. 
It is admitted that a happy life must be an honorable 
one, and a pleasant one, too, since happiness consists 
in both these;, and we all agree, that music is one of 
the most pleasing things whether alone or accompanied 
with a voice.(89:277) 
Thus, according to Aristotle, music should be studied 
for the sake of many benefits-for purification, for intel~ 
lectual or rational enjoyment, for recreation, and for relax-
ation. 
With Aristoxenus~ the pupil of Aristotle, the Greek 
period of musical creation and Athenian culture drew to a 
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close~ The theories of Aristoxenus introduced a humanistic 
element which negated the purely moral and mathematical inter-
pretations of music characteristic of both Plato and Aris-
totle. Accordingly, the belief that a true aesthetic of 
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music went beyond the physics and acoustics of sound to culmi-
nate in feeling, made man the sole judge of what was good and 
bad in music. The theory of Aristoxenus encompassed a sci~ 
entific and psychological view of the aesthetic relations in 
sense perception and intellect, which provided a basis fo~ 
nan intelligent and conscious criticism of the nature and 
function of arttt rooted in the consciousness of the human 
The exposition of Aristotelian philosophy in the 
twelfth century familiarized the Christian world with the aes-
thetics of Greek music. Abelard pleaded for a renewed, 
humanistic Christian effort in which faith and reason could 
merge; later, Bacon argued the cause of Aristotelian science 
over Platonic myth; and it remained for Aquinas to synthesize 
faith and reason with Christianity in the thirteenth century. 
The reluctance of the medievalists to cast aside the Platanic 
relationship between music and the heavenly spheres enhanced 
the steadfast faith in considering music as a form of reli-
gious edification. The theological distinctions between 
Platonic idealism and Aristotelian realism presented more 
philosophical argumentation than did the question of aesthetic 
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validity. The development of polyphonic music was accompa -
nied by mystical analogies, textual co~cerns, secular impli-
cations, and the issuance of Church canons which attempted to 
curb and censor the defiling influences of the new music. A 
parallel may be drawn to the ancient Greek State, the 
Patristics of early Christianity, and in the sixteenth cen-
tury Inquisition, and Council of Trent--all manifested per~ 
sistent resistance to change and a concern over music and the 
State. 
The artistic trend in humanism, however, couldnot be 
retarded by the Church and it remained the task of the 
Renaissance to suggest the idea of the beautiful in art, 
justified per se, to be seen and heard in its beauty! 
The Renaissance created the idea of style, of a 
superimposed form, conditioned by the character of the 
artist and by the age in which he lived. The Renais-
sance created the idea of the individual artist, devot-
ing his life to the production of beautiful things. The 
Renaissance created the idea of the artistrs inspiration 
and inborn talent.(l6:38) 
The humanistic tendencies of the Renaissance which 
cherished Greek and Latin texts were based on the Platonic 
premise that music served to embellish the poetic needs. 
JosquinJs word~engendered motifs, and the concepts in word 
painting of the Italian madrigalists serve to illustrate the 
consciousness of the contemporary expressive feelings for 
rhetoric and musical effects.(47:229) This Musica Reservata, 
or doctrine of affections in music, which stems in principle 
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from Plato and Aristotle, continued to penetrate the aesthe-
tics of not only the Renaissance, but also the universal dis-
putes of aesthetic theories for centuries to come: 
The immediate usefulness of these disputes was to 
exercise the minds and tongues of the disputants in the 
new words which the Renaissance had coined. The aesthe-
tic consciousness had need of expression and employment; 
men delighted in it like children with a new toy; and 
there was often heard a premonition of the greater aes-
thetic controversies of the future •. (l6:39) 
The spirit of humanism, engendered by a renascence of 
Aristotelean philosophy culminated for the Church at the Coun-
cil of Trent in 1564: 
Presumably, the Catholic dignitaries sought to clean 
house artistically and theologically, which meant a 
return to the simpler ways of the past. Aristotle would 
serve the Church well in matters of theology, reasoned 
the Council, but music must follow the voice of Plato as 
echoed in St. Augustine. Polyphonic music for religious 
devotion was retained, but its liturgical survival 
depended on conceptual reservations. The Church had 
once more compromised with what it could not help but 
accept artistically. Protestantism lived through the 
same pattern of musical blunders, reiterating rather 
than foregoing these Scholastic aesthetic fallacies. 
(70:125) 
The philosophical and stylistic controversies over 
counterpoint, textual and musical considerations, and the use 
of dissonance continued into the Baroque era, which began 
with the introduction of Greek aesthetics into Italian opera 
and ended with the pomp and grandeur of Bach. The intensifi-
cation of the dramatic element and the sixteenth century 
theory of affectations became more prominent in the aesthetic 
writings of the late Baroque, enhanced by a growing 
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separation between the philosophers, who were concerned 
largely with the empirical and moral nature of music, and the 
musicians, who maintained concern with the musical sound and 
the listener. 
The philosophers of the late seventeenth and eight-
eenth centuries continued to treat music in terms of purely 
metaphysical, mathematical, or moral terms. The ~ee~ theme 
that art was a rational imitation of nature was reiterated in 
varying ontological descriptions by Kepler, Descartes, Spi-
noza, Leibnitz, Addison, Diderot, Rousseau, and in the aes~ 
thetics of Gluck and· Rameau. The theory of affections was 
repeated by the above as well as by Kant, who in addition, 
placed a mistrust in pure music because of its freedom and 
inexpressiveness of definite concepts.(42:8l, 218) Reynolds 
rejected the doctrine of art as imitation, and expounded a 
philosophy which, in blending classical and romantic prin-
ciples, stressed the 11 importance of imagination over imita-
tion, and the adherence to the depiction of an ideal in 
nature instead of representation of detail. 11 (90:4~5) 
The musical aesthetics of the Mannheim school in 
opposition to the traditional practices, was manifested in 
various musical innovations, and by a growing awareness of 
the sociological position of the artist in that day. The 
spirit of discovery and rationalism was reflected in a new 
~nalysis of musical expression inherent in the doctrine of 
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thematic inventi6n, and logical melodic construction which 
was abundantly illustrated in the symphonic output of the 
eighteenth century. Beethoven's musical aesthetics became 
the foundation of the romanticists and fulfilled the social 
philosophy of the Mannheim school by emancipating the artist 
from churchly fetters and aristocratic patrons. 
With few exceptions, the aesthetics of romanticism 
am braced the transcendental 11 charismatic 11 doctrine that: 
••• beauty is within the object, it is not made by 
man, but discovered and recreated by genius. Beauty is 
not influenced by the processes of society; but on the 
other hand, the arts, especially music, shower their 
spiritual blessings upon society.(55:95) 
The romantic philosophers attempted to rationalize 
the transfer of aesthetic ideas from the realm of the intel~ 
lect to the creative process in the sphere of the imagina-
tion, which, in the nineteenth century became the "real soil 
of art .. tt(47:229) The purist Herbart differed with the Plato-
nic idealism of Hegel, by negating the latter 1 s union of 
music and metaphysics, and by elaborating upon a theory of 
music as music which needed not semantic meaning to be termed 
beautiful. Such reasoning formed the basis of Schopenhauer's 
philosophy of music, namely, that music is an art of indefi-
nite expression, autonomous, and more infallible than words. 
The strong exception that Wagner took to this idea 1s embod-
ied in the principles of his Gesamtkunstwerk, and provided 
fuel for the Wagner~Hanslick controversy. To Nietzsche, 
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music was Dionysian, an art of emotion, which could bring 
harmony and order in chaotic living, and offered escape 
through interludes of peace. But only the superman was 
endowed with the ability to transevaluate the values of life. 
(70:167..;..178) The purist, and critic, Hanslick discarded the 
imitative ideas of Plato and, in favoring a separation of the 
arts, developed an autonomous phil9sophy of music which char~ 
acterized the romantic compo·ser t s feeling of a better world 
made into reality. through art: 
The :romantic composer thought of himself as a revo-
lutionary as a prophet heralding a new era in art with 
which he?might well reform the life of man. His aesthe-
tics became a substitute for religion and his art could 
replace the slavish morality of tradition. (70:179) 
The popular concept of connoisseurship attributed the 
artist may also be traced to the romantic era. Although the 
popular style of the period was born in social and democratic 
reform and coddled by the masses, communication and under-
standing of the lonely composer was often so very difficult: 
• • • they were driven to the conception of the com-
poser as an exalted combination of priest and poet, one 
to whom it was given to reveal to mankind the deeper 
meaning of life through the divine medium of music ••• 
this conception of the composer as a prophet, a heroic 
figure struggling against a hostile environment also 
served to lend the music a quality of excitement and 
emotional tension by means of which the audience was 
stimulated and uplifted.(28:496) 
The romantics revolted against rational and methodi~ 
cal thinking by ushering in emotional outpourings in which 
intuition superseded reason, and the personal rather than the 
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universal received eniphasis.(26:353) .Such changes in musical 
aesthetics strongly signify that philosophy and music do not 
. 
necessarily reflect a contemporary spirit. Hence the charge 
by twentieth century· composers, that a cultural lag exists 
to.day, may be historically sound. 
It appears from this brief presentation of the musi.:... 
cal philosophies which parallel, in essence the prevailing 
theories of educational philosdphies, that by the end of the 
romantic era the cleavage between a world of reality and a 
sphere of imaginative feeling was evident. The absolute cer-
.tainty demanded by science and psychology arose simultane..:.. 
ously with, and almost in opposition to, the non..::.material-
istic unconscious logic of musical aesthetics. The inclusion 
of music education in the curriculum of the Boston Public 
Schools was inspired, in part, by Mason 1s felt need for the 
imaginative affective qualities ofmusic: 
Music is almost the only branch of education aside 
from d1.vine truth whose direct tendency is to cultivate 
feeling. Our systems of.education generally proceed too 
much on the principle that we are merely intellectual 
beings. • • · •. Hence we often find the most learned the 
least agreeable. (50: 23-24) · 
Although music education during the Renaissance had 
become standardized in the court schools and in parochial 
institutions, value was placed on the intrinsic beauty and 
religiously expressive qualities of music. The results of 
the efforts of Luther and others in promulgating religious• 
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musical participation through t4e revision of the chorale, 
showed tb.at music did permeat.e_ (}erman religious, comm.unal and 
domestic life, but the generally low level of inclusion in 
music educatioiJa, for the masses.of·common people indicate the 
general European pattern of clas~ system and preprof.essional 
spirit. .Such a theory of talent selection was rejected by 
the American Colonial Singing School teachers, who uaimed 
rather toward a citizenry vers.ed in music as part of a. common 
cultural heritage .. 11 (48:51) From 1838 to 1860, it became 
clear that schools would be free of Church control and the 
educational methods of direct sense experience as promulgated 
first by Pestalozzi and Naegeli, and later Mason,. were recog-
nized. Methods, in general,. became a concern .from 1885 ·t.o 
1905 stimulated by a concentration on music reading, the dis~ 
covery of the child voice, anq nature of the individu.al. 
ttMusic had now to prove, not its· value as an art, or .as c.an-
tributing to.our common life, but that it was a subjeQt which 
could be taught effectively by the grade teacher.(8:115) 
Beginning in the t~en~ieth century, alongside with Americats 
musical and social growth, new concerns arose for expression 
of the body, mind, and spirit, and. were nurtured bytheories 
of natural growth, and the unfoldment of faculties. New 
demoeratic.emphases encouraged an enriched and changing cur-
riculum based on pragmatic principles. 
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Knowledge of the Good is Constructed 
In both theories I and II there was a form of authori-
tarianism. Both philosophies compelled the individual to 
turn to someone els~. The good was determined for man by an 
outside force~ Both theories were not designed to permit the 
individual to think for himself. While the classic A.B. 
degree appealed to the received good, the scientific B.S .. 
degree appealed to the discovered good. With the advent of 
11rugged individualism,n the individual showed a reaction 
against authority. 
The breakdown of authoritarianism came about with a 
breakdown in two sources: (1) social experiences of common 
people, and (2) determinism in science. In the United.States 
pioneer life was conductive to a neaction against authority. · 
The theory of the constructed good expounded the individual 
through a process of intelligence. The ind.;ividual now had a 
voice in selecting his mode of living, and in determining the 
good. Newton's mechanistic concept of discovery and exact 
predictability of science was shattered. The new point of· 
view did not see nature as nature is, but rather as the 
observer felt it., Scientific determinations were not con-
sidered final as in Newton's time. According to the philoso-
phers, principles of science were experiences, not laws of · 
nature, and theories were then constructed from experience. 
Through the ideas of Pierce, James, Dewey, Bode, and 
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Kilpatrick the so-called progressive movement in education 
was successfully launched: 
The pragmatic or progressive movement grew out of the 
increasing change and confusion of society and the 
spread of the democratic conception of life and educa~ 
tion. Essentially, it has been based on regard for the 
social, constructive, creative, and expressional devel~ 
opment of every child. It involves turning away from 
absorption or receptivity, to activity in learning. 
(79:28) 
James 1 view of the good was that the truth of an idea 
lies not in who said it, but rather in its consequence. 
Ideas refer to operations to be performed; ideas have future 
references; and ideas are constructed by a process of intel-
ligence, which, with Dewey, developed into a system of logic. 
(9:233 .... 253) 
Method of systematic logic. Dewey proposed that 
intelligence is the key to freedom, and that the mind must 
become accustomed to meeting social situations and to deal 
with them according to the demands of the occasion: 
The problem here is then (1) to furnish the child 
with a sufficiently large amount of personal activity in 
occupations, experimentation, so that his individuality, 
moral and intellectual, shall not be swamped by a dis~ 
proportionate amount of the experience of others to 
which books introduce him; and (2) so to conduct this 
more direct experience as to make the child feel the 
need of resort to and command of the traditional soci-al 
tools~-furnish him with motives and make his recourse to 
them intelligent, an addition to his powers, instead of-
a servile dependency. When this problem shall be solved, 
work in literature, language, and number will not be a 
combination of mechanical drill, formal analysis, and 
appeal, even if unconscious, to sensational interestsi 
and there will not be the slightest reason to fear that 
books and all that relates to them will not take the 
important place to which they are entitled. (21:105-106) 
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Dewey 1 s systemized logic involved six steps ...... ...;,(l) the 
problem, (2) suggestions of solution, (3) research, (4) 
hypothesis, (5) testing, and (6) reconstructed hypothesis. 
Through this process the good could be determined in all 
phases of technological fields, law, society, and even 
ethics. The educational aim is to help each individual.to 
develop his abilities to solve problems, and to live and 
behave in a democratic way. The psychological implications 
of this movement tend to enhance the philosophy. 
Method of field psychology. While the association or 
connectionist psychologist believes that the individual is 
born with certain facilities, the field psychologist believes 
that the individual is a pattern of energy.(9:216 ..... 218) 
Through the interaction of fields of energy, the fields 
change, thereby causing changes in the exact duplication of 
habits. The individual changes then with every new situation, 
which in turn, constitutes a learning experience. Education 
tends to bring about changes in the individual. The school 
of gestalt psychology, which leans towards physics, claims 
that the individual experiences a moment of insight of the 
good when faced·with a problem. Wheeler's organismic psycho-
logy which leans towards. biology, proposes that the organiz~ 
ing factor is present before the development of the organism 
occurs. The whole is more than the sum of its parts, is what 
it states in essence¥(15:118~119) 
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The educational implications for the method of field 
psychology and systematic logic are rqoted in the consider-
ation that each child has his own pattern for develo~ment 
(growth, maturation, readiness, paced drill). Since learn~ 
ing is through experience, the.role.of the teacher has 
changed. Experience units, core curriculum, common learning 
in long time blocks, freedom for teacher-pupil planning--
these are developments of the theory of the constructed good. 
This brief sketch of the three major educational phi-
losophies and their corresponding methods of approach reveal 
trends that are meaningful for the interpretation of modern 
educational theory and practice. There is evidence of a 
close relationship between a social group and its system of 
education, as exemplified in the Greek and Roman philoso-
phies. The scientific spirit manifested in Scholasticism 
called.for reason as,well as faith, and during the Age of 
Enlightenment a scientific awakening occured which transcends 
modern teaching content and procedure. Also D~mocracy in 
educational opportunity has been gradually becoming a reality, 
and there is sufficient evidence of increasing concern for 
the welfare and rights of the individual more than for sub-
ject matter. 
The philosophy of music and music education •. To 
solve the problem of twentieth century musical aesthetics, is 
somewhat analogous to solving the riddle of the Sphinx. That 
the musical innovators are almost a generation ahead of the 
times, is a generally accepted reality.· Parallel positions 
in radical musical philosophies are now historical verities, 
which can be culturally analyzed. The twentieth century 
composer, in a free society, may select his creative approach 
from extremes in the shreds of past gentility to innovations 
for the sake of innovationo The aesthetics of music in the 
"main stream" of liberalism and radicalism negates the theory 
of feeling and affectations, especially as displayed during -
the ever-emotional period of the nineteenth century. The new 
aesthetic is viewed by the defender as the type of art which 
typifies our age; hence he has not hesitated to personify 
beauty in the perfection of the machine and the science of 
musical composi tion•(7: 293.:..300) But the absence of a well.:.. 
defined common practice among composers adds to the bewilder-
ment and the difficulty in determining a universal contempo~ 
rary aesthetic if only for the first half of the century. 
Schoenberg's duodecaphony, Stravinsky'~ polytonal and poly~ 
harmonic experiments, Cowell 1 s tone clusters, the microtonal 
music of Haba, and Carillo, Varese's percussionism, Hlnde~ 
mi th 1 s Gebrauchsmusik, Cage's llindeterminancy, u the tapesi~ 
chord music of Luening and Ussachevsky, Stockhausen's elec-
, 
\. 
tronic music, musique concrete, and music by Illiac--all 
these and more comprise the eclectic t.endencies, and 
extremely individualistic styles and philosophies of the 
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present century. As such they also suggest and represent the 
pioneering spirit of an age which seeks. to try new things and 
to search out new means for creative musical endeavors. 
Sound for the sake of sound, and art for art 1 s sake have 
become the watchword of the subjective avante .... gard~. Consid.:;. 
eration for the listener as a consumer, moral and ethical 
values, feelings and affectations are generally bypassed in 
the more extreme and radical disseverances from the tradi-
tiona of Western music: 
The ideal of art for every one has degenerated to 
dictatorial regulation of style or the production of 
huge masses of cheap commercial entertainment music. 
Continuity of tradition has been menaced by both the 
passivity of its defenders and the intrasigence of its 
attackers; Schoenberg and Webern acknowledged tradition 
but some of their younger disciples seem determined to 
annihilate the last vestiges of it. Individual freedom 
has been pushed to the point where composers have been 
alienated from the majority of potential listerners and 
consequently have written music of a subjective .or eso~ 
teric nature capable of being understood only by a 
little circle of initiates.(28:660) 
In defense, the composer rationalizes that the listen~ 
ing audience must by necessity become more active in its aes~ 
thetic approach to art.. The artist cannot be expected to 
allow the low musical level of the masses to provide the 
standards and the criteria for his art.(80:38~39) SUch an. 
·aesthetic outlook enhances the expertts. position; and tends 
to perpetuate th~ transcendental Platonic view. In one sense 
the true pragmatist would agree that nthe enemies of the aes-
thetic are neither the practical nor the intellectualtt but 
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the humdrum who submit to 11 convention in practice 
• • • in tel-
lectual procedure and aimless indulgence.n(l9:4o) Nor does 
Dewey attempt to cast aside the necessity for intellectual 
immersion: 
Any idea that ignores the necessary role of. intelli-· 
gence in productions of works of art is wrong • • • the 
production of a work of genuine art probably demands 
more intelligence than does most of the so~called think-
ing that goes on among those who pride themselves on 
being 'intellectuals. 1 (19:46) 
But Dewey would take is.sue with the isolationist out-
look by confirming the aesthetic experience from the consum-
er r s rather than the producer 1 s standpoint. ttMere perfection 
in execution, judged in its own terms in isolation, n he 
stated, 11 can probably be attained better by a machine than by 
human art."(l9:47) The aesthetic experience, to the pragma..:.. 
tist, involves an active listener who is not confused with 
emotional exitation and conventional norms; and an active 
creator, since the artist embodies in himself the attitude of 
the perceiver while he works.(l9:48) Art for artrs sake is 
rejected mostly because art per se is not aesthetic, but must 
involve active concern for an immediate audience.. The empha-
sis on craftsmanship over expression is also rejected as a 
false criterion for musical value.(48:90) But the standards 
of musical value are directly related to the experience level 
of the listener: 
An individual may have learned that certain charac-
teristics are conventionally esteemed in music; he may 
- -- ~------- .::--~ ~ 
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be able to converse with some correctness about classic 
music; he may honestly believe that these traits consti-
tute his own standards. But if his own past experience, 
what he has been most accustomed to and has enjoyed most 
is ragtime, his active or working measures of valuation 
are fixed on the ragtime level.(20:274) . 
Mursell developed an organically related program of 
values for music education based on a five~fold app~oach of 
awareness, initiative, discrimination, insight, ,and skill. 
The aesthetic good in this program is determined by poetic 
values, expressive emotional content and musical meanings,. 
. Contemporary music is then for Mursell a technician's music 
which is divorced from the poetic interpretation of human 
values. But his pragmatic philosophy must be viewed with 
s6me scepticism. According to Mursell "aesthetic standards 
are not created by personal preference • • • a composition 
• • • is not good because people like it. They must like it 
because it is good. 11 (57:189--190) 
That the Progressive School of pragmatic philosophy 
dominated the progress of.music education during the second 
and third decades ·in the twentieth century is evident from 
the realization of the growing consciousness of the relation-
ship of music education to ·social and economic trends, and 
from the changing view of art for art 1 s sake to the integra-
tion of music into the problems of everyday living. More 
recently, the pragmatic position has been challenged.by traw 
ditional forces which, while recognizing certain critical 
cultural complexities ......... political, scientific, economic and 
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social--have promoted. either a conservative status quo out-
look towards education, or have suggested a nostalgic return 
to f'ormer times. The reconstructionist, on the other hand, 
would assume a radical :position in the remaking of' a culture .. 
Although this position is embraced by a minority group, the 
case for cultural renascence is too strong to omit in a study 
of' this nature. 
The position of' music education within the.:past ten 
years has been viewed again in terms of gener~l education. 
Its functions and philosophy have been questioned and its 
:position as an important f'acet of' public school instruction 
has been seriously imperiled. 
Knowledge of the Good is Reconstructed 
The culture cr.isis and du,e concern of the present age 
is bound in the logical search for solutions to mounting 
problems which are unprecedented in history. The inaO.equa--
cies> of' the regressive l?latonists, the co·nservati ve idealists, 
and the liberal pragmatists have prompted and stimulated 
radical individuals and groups to f'ace criticaL situations in 
an ef'fort to reconstruct the,. desired good society and avert 
atomic disaster. ·The present period of' tension and bewilder ... 
ment will not dissolve by' llrestoring nostalgic patterns of' 
truth, beauty, and reality, 11 according_ to Brameld. (10:31) 
The position of' the reconstructionist is strengthened 
by the interacting f'orces of' cultural .determinants of' human 
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experience in terms of group conflicts and the reality of his-
tory in the light of social struggles.(l2:4o...;..61) The role of 
the school as a-mass political, social, and economic force 
has gradually become recognized by the laymen, as v-rell as the 
intellectual. The breakdovvn of parochialism, the equality of 
educational opportunity, an informed population--all require 
constant reinterpretations of social, political, and economic 
situations. Galbraith warns that community thinking rather 
than individual thinking must become the educational keystone 
of the rising 11 new class 11 in American society. He contends 
that schools have lost their purpose in producing critical 
productive people, that the state has emerged into an afflu-
ent nation which has lost anthropological and economic 
values.(27:251-349) 
Population trends have caused the emergence of new 
communities, new patterns of living, and involved intergroup 
relations. Some social scientists who have studied the prob-
lecs of the effects of suburbia find that such trends have 
produced more individual...;..mindedness and neighborly understand...;.. 
ing; others, like Riesman, claim that man has lost_his con-
nection with the independent democratic tradition by conform-
ing to the opinions of others.(74) 
To understand the community is to understand its eco-
nomic, political, and religious aspects, its value system, 
its class structure, its family and leisure patterns, its 
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history and traditions, and its human resources. Certainly 
an understanding of the world community would imply similar 
aspects including its aesthetic musica~ desires and n~eds~ 
Too many important sociological studies such as Hollings:--
headrs Elmtown's Youth have neglected the important rapport 
which exists between music and the community.(38) The social 
responsibilities of the arts must be defined in terms of . 
instruction, production, distribution, and consumption. It 
is not likely that the inherent purposes of music in society 
can ever be achieved unless the musician or music educator 
embraces the social integration of music in a changing 
society. 
Philosophical inquiry for the music educator in the 
light of this all too brief presentation of contemporary cul-
tural conflicts would emerge from such questions as the fol~ 
lowing: 
1. How does the musician find roots in keeping with 
changing society, without surrendering.his 0wn 
feelings for aesthetic standards and values1 
2. How is music education affected by social and 
economic change, and what role should music 
play in keeping in tune with cultural realities? 
3. What are the particular aspects of local, state, 
national, and internation~l community life with 
which the music teacher must become identified'! 
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4. How important are the arts to the pulse-beat of 
the community? What musical provisions are 
necessary for new leisure time, for therapeutic 
music, for industry, for crime prevention, for 
religious aspects? 
5. How can the principle of equality of opportunity 
operate in music education other than by offer~ 
ing lip~service? 
6. How will new ideas for change be accepted by the 
community? 
7. Does the school enable the individual to partici-
pate fully in the musical life of his time? 
What of the pluralistic values of society? 
8. How shall the student best be served~as a poten-
tial performer, or as a potential listener or 
consumer of music? 
9. What aid can the music educator expect from poli-
tical sources, from government, from the inter-
national exchange of arts, from agencies such 
as UNESCO? 
Without a doubt, these questions imply a redefining 
of music education which would release its potential from.the 
restraining confines of four walls and twelve grades,_from 
the narrowness of the ills of specialization, and from the 
revered procedure concerned with the college preparation of 
57 
the potential music teacher. A :philosophy grounded in such 
cultural :perspectives would reject the views of Conant and 
Rickover, since there is little :provision in any of their 
discussions of the cultural role that the arts must inevita~ 
bly :play in the :present crisis. Additional elective I:~, a 
longer school day, and the frantic search for the nacademi..:.. 
cally 11 talented will not :provide adequate answers to the 
forementioned questions. 
The reconstructionist 1 s :position on the arts strongly 
:parallels the :progressivist•s but tends to give more direc-
tion and :purpose. The axiologies of both :perenniali1:1m and 
essentialism are rejected: 
••• instead of being studied 'for their own sak~ 1 
or for the cultivation of a 'faculty' of reason, the 
:proposed theory would have them [the arts] stud:ted for 
the insight and guidance they may :provide for the means 
and ends of education conceived in terms of cultural 
renascence.(l0:36) 
The hub of Brameld t s curriculum would be the ~':prob­
lems and :prospects of reorganizing democracy 1 tself, kt while 
all studies, including the arts, are ttrelated to the hub as 
spokes are to a wheel~ 11 (10:184) The role of the arts in the 
utopian culture receives careful consideration. For instance, 
the :problem of :publicly owned channels for the communication 
of music becomes of import early in the :proposed secondary 
school curriculum: 
. If it is granted that today the majority of people 
:prefer :popular tunes and 1 soap operas, 1 are these their 
deepest :preferences? Or are these, rather, examples of 
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what most people are conditioned to choose because they 
have been denied access to sufficient evidence or experi-
ence, and sufficient opportunities for communication of 
and agreement about their aesthetic wants? 
If, after the evidence has been examined, consensus 
favors the second of these.answers, what must we do in 
order to make symphony orchestras more numerous and 
available? How can books be. produced more cheaply and 
abundantly? How can we discover, encourage, and support 
the artistic talent among the: many who have strong crea.:.. 
tive drives but who find no en9ouragement to develop 
them1(12: 235) · 
The ideas of the reconstructionist role for music 
have not been fully implemented. with acceptable clarity, but 
its philosophical essence is stated by Rader: 
The frmction of art should be to contribute to the 
life of man, and mankind is in the·best position to 
judge whether its life has been actually enriched. 
Since the generic .factor of art flows from the common 
life, the common man is frequently most keenly aware of 
it. The masses,. on .the other hand, too often lack the 
capacity to appreciate difficult art, or to separate the 
specific factor, the personal and original component 
from its accompaniments and to judge it in itself. ·Per,.;;., 
haps there can be no reliable tribunal o~ esthetic 
judgement until mankind, split into the elite and the 
masses, is harmonized and made whole.(73:.XXXVI) 
Method of social consensus. The concern of the 
·, 
reconstructionist is with future plans that aim.to correct 
failures·of the past and solve the dangerf! o:r the present 
period of crisis. As such, he possesses a faith in the 
practical nature of a planned democratic world. Support 
comes from the writings of both ancient and.modern utopi~ 
anists ..... -Plato, Augustine, Bacon, Baint~Simon, Owen, and more 
recently Marx, Shaw, Mann.heim, Wells, · B~llamy, Veblen, Ries .... 
man, Mumford, Steinbeck, Whitman, and others. The 
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reconstructionistts ontology rests on a natural~ this~worldly 
outlook which stresses cultural reality, and his epistemology 
rejects all mind~substance theories, all faculty psychologies, 
all neo~Thomist theories, and all concepts of an eternally 
unfolding reality. The organismic Gestalt idea is accepted 
because of its concern for goal~seeking, from whence spring 
utopian values. Social consensus becomes the method whereby 
evidence concerning fundamental utopian goals is submitted 
for definition 1 recognition, appraisal and active testing. 
Ample provision is made for the innovator and the unorthodox 
whose function it is to criticize and persuade while abiding 
by the majority decisione Truth is therefore not eternally 
fixed, but merely constitutes active majority agreement about 
goals and the means for their achievement •. (73:74.;:;145) 
Philosophy of music and music education. The first 
three schools of educational philosophy may be labelled 
respectively, perennlalism (the received good), essentialism 
(the discovered good), and pragmatism (the constructed good). 
(11:89-347) Eaoh sustains its aesthetic view of the good in 
music, and subsequently each subscribes its values in the 
field of music education. 
The perennialist asserts that music is ineffable, 
mystic,· creative, and therefore elevated and to be re.vered • 
. As with Plato, music has a direct influence on the moral 
character of the auditor. The Romantic doctrine of the 
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nineteenth century revered the creative arts as inspired 
truth--a reflection of a higher truth....,._;..holding the artist as 
possessor of special kinds of perception not vouchsafed for 
other mortals •. The good was a part of the world at its 
inception and thus does not change because of customs or 
cultural advancements. Values are eternal and fixed, and are 
misunderstood because of man 1 s fallacies in perception and 
understanding.(l:375) The most recent Source Book for music 
education, (which is highly eclectic) states in true peren~ 
nialist fashion that 11 art in its nobler form is one of the 
great quickeners of moral endeavor. This power it holds in 
no small degree due to the fact that it contains a tran-
scendental element. 11 (96:8) Concerning the spiritual and 
moral values of music this same authority states.; 
Beliefs, are often felt, rather than thought through 
in a rational way. Children absorb many of these ideals 
emotionally through direct contact with great music. 
(96:55) 
The essentialist position stresses the rationality of 
thinking in general education as the cultivation of capaci....:. 
ties for realizing value. Broudy, in discussing the· realist 1 s 
approach to formal general education, includes only (1) what 
caimot be learned by informal means and (2) what is judged to 
be essential for all members of a community to know. For 
example, he would exclude learning to sing popular music on 
the first count and disqualify learning to read an orchestral 
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score on the second. Childish songs and primitive chants 
should not be taught; they are of dubious value for a pecul-
iar few. On the other hand_Bachrs chorales and Brahm's sym-
phonies should be included, since an individual in responding 
to the works of Brahms and Bach 11 is exercising his human 
_capacities at a higher level than is the child or savage, and 
to that extent,he is better ~han they are, that is, further 
along the road to self--perfection.n(l72:65) 
Broudy and other essentialists hold growth in taste 
and appreciation to be correlative with growth in musical 
skill, knowledge, and the ability to comprehend and discrimiw 
nate musical qualities~~in short, connoisseurship. The con~ 
cept of connoisseurship encourages the use of materials that 
the expert of successive ages-' have regarded as good and 
important. It does not exclude the contemporary and experi.::. 
mental, but it does evaluate them in terms of traditional 
musical knowledge and cultivated t.aste. Further, this view 
sees value in having the learner aware of the continuity of 
the musical tradition •. 
The pragmatic approach to music and music education 
is rooted in an empirical, liberal approach which negates art 
for artrs sake, and embraces the aesthetic experience in all 
its aspects of appreciation, perception, and enjoyment, from 
the consumerrs rather than the producer's standpoint. Accord-
ing to Dewey perception is impoverished when one encounters 
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art merely to ascertain how well rules and canons have been 
observed: 
But to strive to note the ways in which certain con .... 
ditions are fulfilled, such as the organic means by 
which the media is made to express and carry definite 
parts, or how the problem. of adequate and indi viduali-
zation is solved·, sharpens esthetic perception and 
enriches its contente 
The pragmatic role of the music teacher is to remove 
obstacles to perception, to remove prejudices: and blase& 
against serious music and to help students:. become sensitive 
· to the less obvious qualities which only training can bring 
into awareness. As such, music education has a significant. 
part in education for everyone. ·If music education communi-
cates the more refined portions of our culture to a person 
·. who would not have been able to find them otherwise, his 
environment will have expanded and his power to find a good 
·life through deliberate guidance of his behavior and its out .... 
comes will have inereased. He will have increased his power 
to control what happens to him musically, and to make the 
aesthetic quality of his experience less a matter of acci .... 
dent. (174:41..:.42) 
The reconstructionist claims that society must insure 
its own survival, and that .education becomes stronger by . 
accurately estimating its weaknesses. Education must make 
use of all evidence, all criticism and seek modification and 
alteration in the light of better evidence in search of a 
needed, desirable world order. The role of music education 
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is vital to this philosophy of education which aims at "syn-
theses which incorporate norms of aesthetic and spiritual 
value, of personal virtue and social worth.••(l0:75) Not as a 
specialty area concerned with narrow isolated proficiencies 
of performance and skills, but as an aesthetic discipline 
which serves to color and infuse the intellectual and scien-
tific. In Brameld 1 s educational plan, the second year of 
secondary school is suggested as a proper time during which 
critical study is made in the cultural sphere of art, reli-
gion, and science; not only through the study of more recent 
experiments~ but also through realistic acquaintance with the 
proposals of the socially imaginative ideas of the past.(l2: 
210~250) Such study would survey the main problems Qf art--
the meaning of art, the aesthetic implications of cultural 
myth, and the social functions of art for human welfare. 
Since truth or value is never considered final or fixed, the 
ends and means of Brameld 1 s "defensible partiality" are sub-
stantial only when they can withstand investigation and com~ 
parison. Social consensus then becomes most important to. 
aesthetic value-seeking.(l2:193) 
Support for the reconstructionistrs position comes 
from diverse philosophical sources. According to Maritain, 
who discusses the moral obligation of the musician, 11 the key 
to our problem is a true sense of the common good, and of the 
respect for intelligence and conscience that the common good 
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basically requires."(51:85) Mumford, in concern with the 
lack of artistic human purpose in the advance of science and 
technics, attempts to rationalize both forces into a working 
relationshi~ which must: 
• ,. • lay the foundations for a united world. • • • 
If that happens, our dreams will again become benign and 
open to rational discipline; our arts will recover form, 
structure, and meaning; our machines, however well 
organized, will be responsive to the demands of life. 
(56: 162) ' 
Bacon reiterates the theme of social and political 
reform of the status quo as implied in the reconstructionist's 
plea for open evidence and communication: 
It is odd how few people realize that the nation 1 s 
music is ruled from one little half a square-mile of 
Manhattan: management, radio_, recording, the union, 
criticism, publication, and even to some extent scholar-
ship.(5:5) ••• I will not say what music young people 
should enjoy-.;;.but have they the right to subject me in 
every public place to a jazz bath?(5:91) • Teaching 
is an intellectual parenthood; your debt to the past is 
best paid to the future. (5~174) 
To which Barzun agrees: 
To sympathize with the younger composer whose quartet 
cannot be commercially recorded by a willing and able , 
group of amateurs, one must be familiar with union rules, 
th~ managerial system and the recording industry.(6:27) 
Ba.rzun recognizes the intertwining of aesthetics with 
economics and the psychology of modern life, the dangers of 
final verbalisms, the changing nature of mind and spirit, the 
inclusive nature of contemporary values, and states, accord-
ingly: 
We,are then put for the first time in a critical 
position-~a great advantage, which is matched and even 
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surpassed in value by what now happens in academic teach-
ing; with the classroom use of discs the student hears 
what the teacher is talking about, can test its truth by 
comparison and, if need be, neutralize his platitudes 
and prejudices by ear.(6:109) 
The utopian view of the school as an agency for aes~ 
thetic social change rather than for the reflection of th~ 
social status quo is affirmed by Dewey: 
In an imperfect society ••• fine art will be to. 
some extent an escape from, or an adventitious decora-
tion of, the main activities of living. But in a better-
ordered society than that in which we live, an infi-
nitely greater happiness than is now the case would 
attend all modes of production. • • • In the degree in 
which art exercises its office, it is also a remaking of 
the experience of the community in the direction of 
greater order and unity.(l9:8o~81) 
A philosophy of art is sterilized unless it makes us 
aware of the function of art in relation to other modes 
of experience, and unless it indicates why this function 
is so inadequately realized, and unless it suggests the. 
conditions under.which the office would be successfully 
performed.(l9:12) 
Further psychological evidence in support of an aes~ 
thetic based upon ontological views of cultural and histori ..... 
cal realities is offered by Meyer: 
• • • New norms and their related deviants must grad~ 
ually become part of the habit responses of composers, 
performers, and listeners·alike. Such a period is usu-
ally marked by a plurality of styles ••• the rate of 
change, the kind of change, and even the fact of change, 
all are conditioned by the social, political, and cul-
tural climate in which the process must take place. 
(53:72) 
Others, like Ortega y Gasset, criticize modern art 
because of its tendency to dehumanize living forms towards. 
ironical and isolationist levels: 
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It is not that the majority does not like the art of 
the young, and the minority likes it, but that the 
majority, the masses, do not understand it.(63:5) 
The need for the aesthetic infusion of music in the 
human endeavor is indicated by Mursell: 
At the present time, many of our standards in music 
are thoroughly false and inimical to the best and most 
creative types of activity. And this is so because our 
art has become, to some real and dangerous extent, 
divorced from the service and .lives of men.(58:16) 
In music education the philosophical issues have 
reached proportions of due concern. The tendency to prepare 
music supervisors as methodologists, or as specialists within 
a special area, the undue concern over showmanship and pro-
fessionally-orientated performance, the enhancement of-person-
alities in emulation of commercial glamour (for example, the 
advertisements .in professional periodicals), and the almost 
systematic disregard for musical aesthetics are all signs 
which are indicative of a crisis culture. Is the music edu-
cator really concerned with his charge? What is his musical 
responsihili t.y to the masses? Or is 11music for every child 11 --
a slogan to be discarded, or conveniently utilized wnenever· 
the status of his employment is questioned? Is it not pos~ 
sible for music education.to reconstruct its philosophy ~n 
the basis of historical and cultural realities, and on a firm 
understanding of musical aesthetics? An affirmative answer 
is both necessary and feasible: 
Possibly the most recurrent error in the past has 
been the failure of instruction to remain consistent 
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with the nature of the art. It must be evident that. 
music is neither an intellectual pastime nor a display 
of technical acrobatics. • •• The true objectives of 
school music require a type of instruction which high .... 
lights the aesthetic experience with music itself--a 
methodology of breadth, patience and inspiration • 
• • • Music is not a specialty reserved to the ntal-. 
ented; 11 it is universally important to every human being 
and his culture. It can be frankly taught on that 
basis. • •• How much more important it is to realize 
that every child can be provided with all the ingredi ..... 
ents of authentic musical experience.(48:95) · 
Davison, also upholds the feeling that music educa-
tors have neglected musical values: 
The tendency is to view each step in music training 
as a separate issue, having its own aims unrelated to 
those which precede or follow. The lack of any gener-
al~y adopted or integrated plan, the use of so much 
inferior music, and preoccupation with the more mechani-
cal aspects of instruction have resulted in a lethargic 
attitude towards music on the part of the average adult 
which will be remedied only when really valuable and 
permanent objectives are set up.(4:472) 
The reconstructionist, no doubt, would take issue 
with the reference above to upermanentn objectives. The 
reality of change and adaptation necessitates for him a more 
iiberal approach to the formulation of objectives. 
It was the purpose of this section of Chapter II to 
review the.literature concerned with four major philosophical 
positions on education, music, and music education, in order 
to ·provide a historical and philosophical framework for the 
remainder of the study. Section two will concentrate, in a 
more specific manner, on the problems of musical aesthetics. 
This will be effected by a review of the critical literature 
dealing essentially with the philosophical pursuit of 
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aesthetic truths, as these truths are embodied in musical 
meaning, the nature of music, and the characteristics of the 
aesthetic experience. 
II. REVIEW OF CONTEMPORARY MUSICAL AESTHETICS 
The contemporary theories relating to the human 
aspects involved in the aesthetic expression of music are 
manifold1 Dewey emphasises the unity of the whole mind; 
Freud, desire and the unconscious; Maritain, the intellect; 
Tolstoy, emotion; Santayana, pleasure; Croce, intuition;(73) 
Langer, symbolic transformation; Meyer, psychological emo-
tion; Heyl, relativism; Garvin, feeling~response; Stravinsky, 
speculative volition; Schoenberg, logical clarity, Leichten-
tritt, logical imagination; Mumford, expression; and Hinde-
mith, symbolic craftsmanship. Such a listing of aesthetic 
theories:' is not inclusive, nor do the relationships within 
the theories show a mutual exclusiveness. On the contrary, a 
historical and cultural analysis reveals a somewhat decreas-
ing emphasis on transcendental affiliations and a renewed 
eff'ort towards 11philosophical monism."(53:1) The arguments 
are largely the result of the growing tendency to explain the 
meaning and nature of music in terms of the social situation 
in f'ull view of the cultural content. At this point, the 
investigation will consist of first, an insight into the con~ 
temporary meanings and needs for aesthetic musical experience; 
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and then an exposition of the major conflicting theories. 
The latter portion will consider the divergent points of view 
in reference to three broad areas of concern--isolationism, 
contextualism, and relativism. Although it was not within 
the scope of this paper to treat the problems of aesthetics 
in an exhaustive manner, an effort has been made to include 
those leading ideas which are pertinent to the remainder of 
the research. 
The Bases for Aesthetic Musical Experience. 
What is meant by an aesthetic musical experience? 
Why is such an experience necessary? The search for the 
artistic good is no recent phenomenon, but twentieth century 
developments in mass communicative media, in population 
growths, in new leisure patterns, to mention only a few, have 
stimulated renewed emphases to the above questions. ,Meyer 
states that: 
The arguments and debates of aestheticians, the 
experiments and theories of psychologists, and the specu-
la~ions of musicologists and composers still continue 
and are ample indication that the problem of musical 
meaning and communication are with us today. In fact, 
the inclusion of music as a part of liber~l education--
the unpatronizing and serious consideration given to non-
Western music, and the attempts to include the art of 
music in studies dealing with cultural history have made 
the problems even more pressing.(53:IX) 
The need for more intensive probing into the aesthe~ 
tic experience iri. general, and the musical experience in par~ 
ticular, in view of the plurality of values and the ever-
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growing complacent attitude of the listener has also become 
,more pressing:. 
Though seeming ac.cid.ent is a delight, we believe that 
real accident is foreign to good art. Without this 
basic belief the listener would have no reason for sus-
pending judgment, revising opinion, and searching for 
relationships; .the divergent, the less probable, the 
ambiguous would have no meaning •. There would be no pro-
gression, ·only change. Without faith in the purposeful~ 
.:i:le.ss and rationality of art, listeners would abandon 
their attempts to understand, to reconcile deviants to 
what has gone before, or to look for their raison dr~tre 
in what.is still to come.(53:75) 
Langer indicates further, that philosophical inquiry 
in the arts has risen to new heights because of new ideas of 
knowledge. No longer can such contemplat.ion remain in the 
realm of professional philosophers, for "to construct the. 
conceptual framework of knowledge • . . one has to know the 
difficulties, paradoxes, mysteries, of the subject~ 11 (46:XII) 
The belief that the musical arts represent a.human.need not. 
as a substitute for life or an escape from life, but as a 
tonal and temporal expression of m~ 1 s creative, subjective 
life, ·forms the primary basis for contemporary aesthetic 
investigation. 
The close connection between ordinary experience and 
aesthetic experience is expounded by Dewey, for whom the aes-
thetic experience is virtually rooted in the struggle-fulfill-
ment rhythm of ordinary life ·experience: 
Art would not occur in a world of mere flux • • • 
change would not be cumulative, stability and rest would 
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have no being • 0 • also in a finished ended world with-
out suspense and crisis ~ ... offering no opportunity 
for resolution. • •• (19:16) 
It is manls rationality that stimulates the persep-
tion of the problems of balan3e in life. The fulfillment of 
aesthetie pleasure O@ours when artisti~ objects, expressing 
the very prosesses of living, beeome the means by whieh sush 
expression is oomnunisated to others. The need for musi0al 
expression, or musisal communieation, is inherently bound in 
the idea that 11 if all meanings sould be adequately expressed 
by words, the arts of painting and music would not exist." 
(19:74) New physiological, soeiological, and psychologieal 
factors coneerning the effects of tone on human responsive-
ness tend to provide evidenee which deemphasizes the other-
worldly concept of musie, and strengthens the onto~ogiQal son-
sideration that 11 musia and all the arts are human phenomena 
growing out of human experiencae and having roots in ordinary 
experience. 11 (48:82) Leonhard and House 1 s position is then 
pragmatically oriented. in terms of the symbolis funetion of· 
musie, not the mere sensuous. Tastes in music are sulturally 
conditioned by sosiologi~al, teshnical, and intellestual 
developments, while standards for the good are developed in 
terms of both the symbolic import of tonal patterns to human 
tension and release, and in the expert sraftsmanship which 
demonstrates subtlety and abstrastness of expression. (48: 88-
94) The role of the listener in the aestheti~ experienee is 
not passive but apperceptive. For according to Dewey: 
·---·-··----------- ---------
_L __ 
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To perceive, a beholder (or a listener) must create 
his own experience . • • comparable to those the origi-
nal producer underwent. The one who is too lazy, idle, 
or underated in convention to perform this work will 
not see or hear. His 1 appreciation 1 will be a mixture 
of scraps of learning with conformity to norms of con.-
ventional admiration and with a confused, even if 
genuine emotional exitation.(l9:54) 
The need for such active artistic perception is 
stressed also by Hauser: 
What can art signify to one who does not judge it 
from a position in real life, who is not entangled in 
life as deeply, as passionately, as dangerously as the 
artist himself~ Art helps only those who seek her help, 
coming to her with their qualms of conscience, their 
doubts, and their prejudices. Dumb to the dumb, she can 
speak only to those who question her. • •• For 
rational thinking, the limits of history coincide with 
the limitations of man.(30:4o) 
The tendency to treat music as a pure pleasurable 
experience, or as a mere gratification of the senses is also 
gradually, but steadily weakening. In place of direct se~su-
I 
ous pleasure is the critical concern for artistic signifi~ 
cance. Interpretations of the latter include Freudian expla-
nations of creative impulses, Darwinian survival values, Hem-
holtz's assumption of pleasurable sensations, Platonic views 
of the morality and ethics of music, Seashore's self.;;..exprea'-
sion theories, Meyerts psychological explanation of the nor~ 
mal-deviant relationship, and Langer's hypothesis of logical 
symbolic expression. The very complexity of musical art 
indicates the difficulties in assuming any one universal 
notion concerning its significance, but there is substantial 
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agreement that art is ttexpressive rather than merely descrip-
tive.11(73:XIII) Furthermore, there is no substantiation f'or 
the belief that music ordinarily influences behavior, ( 45: 212) 
or that music must conform to an immutable law of artistic 
adequacy.(45:263) Nor, according to Croce, should there be 
an absolute distinction between creation and contemplation, 
or between artist &nd listener.(73:.XXIII) Such renewed and 
vigorous emphasis on the social nature of musical aesthetics 
as promulgated also by Morris, Mumford, Dewey, and Whitehead, 
has,risen in opposition to the puristts view of music as an 
isolated art, distinctly separated from life. Contemporary 
problems in musical aesthetics may be reduced essentially. to 
the above conflict, in terms of purist values and emotive 
values' autonomous values and heteronomous values, objective 
and subjective values, or, according to Rader, values in 
either isolation or in context. A strong alternate position, 
by way of logical mediation, ·is suggested by the relativist. 
(34) The virtues and limitations of each .group will be dis-
cussed in the following section. 
The need and meaning of the aesthetic experience as 
it pertains to music has been discussed above and some diver-
gent opinions have been expressed. The following statemep.t 
by Prall should serve to pinpoint the discussion: 
Aesthetics will no more teach us how to write poetry 
than how to build houses. But it may teach us something 
of what it is that we hear in music or see in buildings 
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or enjoy in our own everyday surroundings. It should 
inform us through abstraction and analysis as to how the 
.external world as immediate presentation is constituted~ 
by nature itself or by artists. • •• And if we wish to 
mark ourselves off as human and not merely natural, it 
is as aesthetic beings that we are best characterized, 
beings capable of enjoying the aesthetic of the world. (71:30) . 
The Aesthetic Conflict 
Much of the disagreements concerning aesthetic truths:: 
are entangled in semantic difficulties and bewil~erments. 
The dangers of philosophical and critical dogmatism arise 
with each attempt to define truth and_beauty, and the.cause 
of diverse appraisals lies, apparently, with the varying 
bases of standards by which each critic judges. Differences 
of opinion seem to revolve about the question whether aesthe-
tic standards are subjective or objective, relative or abso-
lute. The prevailing contemporary influence of both meta-
physical and humanistic hypotheses necessitate analysis in a 
study of this nature, so that a valid interpretation and 
frame of reference for music education may be made in the 
chapters which follow. The purpose of the review, at this 
point, is not to prove the superiority of one position, but 
to gather the argu~entation for the sake of understanding and 
clarification of issues. Such an attitude of inquiry is sup-
ported by Sullivan: 
I do not see how either position could possibly be 
proved. One can only set forth the real issue between 
them in as clear terms as possible, so that one may 
. .,d;'·-· .. ,.:c-.. ;..._.: ... ,i.;·.:l:r-....... : ..•. 
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know precisely what is the core of the dispute, marshall 
the arguments on each aide, and then leave each listener 
to decide for himself.(73:279) 
The two major conflicting theories are labelled here 
in terms of Raderts categorization ..... ~isolationiam and contex-
tualism. The third theory, relativism, represents an attempt 
towards a satisfactory merger by placing the social dimension 
directly in the value theory. 
Isolationism. The classification of music as a form 
of mathematical logic revealing a natural law of universal 
significance may be historically traced to the concept of a 
fundamental divine harmony, as theorized by Plato, Aristotle, 
and. the Pythagoreans~ In reaction· to the supposed emotional 
appeal of the nineteenth century, numerous criticisms have 
arisen in support of a theory of isolationism...:...:.that music is 
primarily formal design;(29) that internal relations (rhythm, 
medium, form) must be separated from external relations 
(gesture, program, drives, history); (162:189) that the clas-
sic distinction between emotional and intellectual musical 
content must be retained; (37) that mu.sic is an external tonal 
·representation not involved with feelings or situations;(33: 
250) that music is conceived in terms of only the elements of 
soUnd and time; (84:28) that artistic significance is per-
ceived through the articulation of musical forms; (35:34) that 
the supreme creative process and "mysterious source of artis-
tic work ••• must always remain hidden from human 
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comprehension; 11 (36:11) that the subconcious elements of musi-
cal composition have a divine origin;(80:96) and that the 
assumption which holds that all men are actually equal is 
untrue. (63:7) 
For the isolationist, (the purist, the absolutist, or 
the formalist) the meaning of music is purely musical and not 
describable in non-musical terms •.. The arguments for such a 
hypothesis may be summarized as follows: 
1. Descriptive adjectives are largely irrelevant to 
the appreciation of music. 
2. The element of definable expression is absent in 
a great amount of music. 
· 3. The expressive meaning of music to one person may 
· differ with another, although the· same music 
may be equally enjoyed by both. 
4. There is no necessary causal relationship between 
musical stimuli and a given mood reaction. 
5. The more experienced a listener becomes the more 
he negates extra-musical content for pure musi-
cal understanding and phraseology. 
The isolationist places his criteria for the musical 
good not on emotive or expressive qualities but on the par-
ticular musical qualities of those who are fully endowed 
musically. The difference in value becomes then a difference 
in musical structure, which is recognizable by the experts 
and connoisseurs as absolute:(29:76) 
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The thrilling effect of a theme is owing, not to the 
supposed grief of the composer, but to the extreme 
intervals; not to the beating of his heart, but to the 
beating of the drums; not to the craving of his soul, 
but to the chromatic progression of the music. (73: 267) 
Formalists, such as Stravinsky and Hanslick, have 
been accused of confusing expressionism with referentialism, 
of rejecting the psychological relevance of emotional reson.:=. 
sea to music. The need and difficulty of explaining how pure 
mu~ic becomes meaningful is still apparent, since evidence of 
musical stimulus..=.res.ponse is largely introspective. The 
studies dealing with emotive behavior areoften deceptive and 
distorted; and "while the relationships between mental sets 
and physiological changes have been demonstrated beyond 
doubt, the effect of rtone as such' has not.n(53:11) 
The·isolationist 1 s referential position may weaken on 
the force of Meyer's psychoiogical theory of emotions, or 
Langerrs symbolic conception, but the question of whether the 
subject of music should be the representation of feelings 
will still remain the spearhead in dispute. 
Contextualism. The theory tha·t "music is more than 
mere sounds in motion • . . that it includes ideas, emotions, 
stories, and even philosophies of life, 11 (179:380) formulates 
the nucleus of the contextualist point ofview. Sullivan 
stresses the spiritual context of music as expressive of life 
experiences, in contrast to both isolated musical values on 
one hand, and the preponderance of extramusical program music 
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on the other. He would agree with the unique nature of music, 
but not with its isolation. Both formalist and expressionist 
would logically agree that music must have effects, but the 
11difference between them lies in what these effects should 
consist in. 11 (73:278) Sullivan admits that words carmot suf-
ficiently state musical meaning, and at the same time recog~ 
nizes that "some musical phrases do more than please our 
musical faculty 11 (73:271) by stiFring human elements, and 
arousing emotions and expectations of. a spiritual context. 
As such, music is not.isolated from life, but·rather becomes 
immersed. in other forms of life 1 s involvements. Education,· 
psychology, morality, religion, economics, p0litics~..;.:;,all 
these may be involved crucially for artistic interpretation 
and judgment. 11 Soeiety,n states Mueller, 11 is in a constantly 
evolving state in which the standards of the true, the·bea~~ 
tiful, and the just are constantly being refashioned in the 
context of the times .u (55 :404-=·A-05) Since music is ·essential 
to life and life is the essence of music, values should be 
socially recognized and socially constructed along broad 
humanistic lines. Not the expert, but the mass of men should 
judge the WoFth of musical art. 
Tols.toy's theory of art a.a a language of the·emotions, 
as moralistic aesthetics, is strongly reminiscent of Plato, 
(88) and has been carried to political and social extremes in 
the realistic principles of contemporary Soviet music. Such 
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social and religious condemnation of society and its art has 
stimulated a censorship over musical innovations, a concen~ 
trated effort in contextualist theories, which regards 
strongly the union of music and text, and a concern over 
realistic subject matter lest intimate contact with the maa~ 
ses be lost. 
It is not at all surprising or novel that political 
authorities should exercise control or censorship over music 
in contemporary society. Historical accounts of musician? 
serving royalty and political interests are readily available. 
The propaganda value of music during the Italian independe~ce 
movement, the Bohemi~ struggle for independence, the politi-
cal influences in the genesis of great musical works, the 
French revolutionary music of Gossec, the operas of Grety,· 
the Beggar 1 s Opera pf Gay·and Pepusch, which struck a satir~ 
leal blow against administrative corruption in English gov-
ernment~-all these offer ample evidence of the powerful 
intermeshing of music and politics.(l51:14) 
More recently, the political executives of Nazi Ger-
many exercised a.veto over musical subject matter, dictated 
desirable musical stylistic tastes, and extended a negative 
authority over the culturally established works of some major 
composers. Atonality and twelve~tone composition were 
rejected by fascist dictatorships as Kulturbolschewismus, and 
have been discarded by the Soviets as decadent and unsocial. 
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One cannot deny, rationally, that political indoctrination 
through and within the arts has been and continues to exert a 
position of importance, not only in fascist and communistic 
societies, but in the democracies as well. It must be under-
stood that the above concept of contextualism constitutes an 
extreme aesthetic view, but it serves, nevertheless, to 
illustrate the degree to which extra.musical associations can 
reach peaks of cultural and aesthetic diffusion. 
At the other end of the contextualist continuum is 
the theory which holds that 11 it is the function of art to 
raise the emotional content of. the world: to the level of an 
objectively valid cognition."(l71:10) Such an approach 
approximates closely the view of the purist. Baensch admits 
the affective nature of music, but holds that the musical. 
work should not be directed towards the inducement of a subM 
jective feeling: 
This is the difference between poetry and rhetoric; 
the one contains feeling and transmits it, the other 
aims to excite feelings; the first wants to be under-
stood through feeling, the latter wants to effect a 
result. (171:25) 
At what point does expression, feeling, or affective 
meaning become aesthetic? According to Reid, who accepts a 
mediant position, such a state occurs when both the intellec~ 
tual formal interest and the felt intrinsic values are 
• 
engaged in, repeatedly, for the sheer delight and joy of. 
expression. However, he feels that difficulties in 
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terminology and semantic meaning have obscured any logical 
definition of the good: 
It is diffieul t to know what absolute ugliness means-, 
as it is difficult to know what absolute beauty, or 
absolute anything means ••• so too it is difficult to-
give meaning to absolute inexpressiveness.(l78:6o) 
The desire to furnish a more meaningful concept of 
expression and feeling in relation to a work of musical art 
.has stimulated much inquiry for the conservative eontextu-
alist. For example, the subjective theory that treats great 
art as direct and pure sensuous pleasure is rejected by Lan-
ger. Instead she accepts the logical and psychological func-
tion of symbolic transformation: 
Music is not self~expression, but formulation and 
representation of emotions, moods, mental tensions and 
resolutions--a logical picture, .... not a plea for 
sympathy. Feelings revealed in music are essentially 
• • • presented directly to our understandings, that we 
may grasp, realize, comprehend these feelings, without 
~retending to have them or imputing them to anyone else. (45:222) . 
Langer approaches the meaning of music from a logical 
standpoint, refuting literal assigned conotations, emotional 
responses, programmatic ideas, and immutable values. The sym~ 
bolized content needs merely insight, for herein lies the 
vigor of musical expressiveness-- 11:Music articulates forms 
which words cannot express. 11 (45:223) Value judgments are not 
absolute nor are they solely in the hands of the expert: 
There are no degrees of literal truth, but artistic 
truth, which in all significance, expressiveness, articu-
lateness, has degrees; therefore works of art may be 
good or bad, and each must be judged on our experience 
of its revelations. Standards are set by the expecta-
tions of people ••• we must grasp a Gestalt quite 
definitely before we can perceive an implicit meaning 
••• and such definite grasp requires a certain fami-
liarity.(45:263) 
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Meyer, too, denies the possibility of specific conno-
tation, and concurs "\'Ti th Langer, that on the level of sym-
bolic or metaphorical meaning, the concepts held by listeners . 
of comparatively like backgrounds may be quite similar. In 
addition, Meyer claims that "there is a causal connection 
between the musical materials and their organization, and the 
connotation evo:Jr.ed. 11 (53:265) The connotation, which is ulti-
mately made concrete by the listener, varies with the musical 
organization. The central thesis of Meyerrs psychological 
study is that 11 emotion or affect is aroused when a tendency 
to respond is arrested or inhibited. 11 (53:13) His generaliza~ 
tion that emotional behavior is largely a learned cultural 
phenomenon rather than a natural one, will be treated in the 
section on relativisn. 
In regard to both isolationist and contextualist 
views, the range of musical aesthetic meanings flows from 
pure tonal and temporal considerations on one hand, to the 
integrality of art and life on the other. Does this mean 
that a rationalization is not possible? Is it necessary, 
then, in full vie'Vr of the contemporary _?tatus quo--of cul.;... 
tural and historical reality and of psychological evidence, 
83 
~-that a musical aesthetics should involve a rational blend 
of both positions? 
Isolationism tends to make art irresponsible, pre-
cious, and dehumanized. Oontextualism tends to make art 
impure, didactic, and tendentious. If we follow the 
isolationist, we are in.danger of falling into a sterile 
purism; if we follow the contextualist, we are in danger 
of sacrificing the anotomy.of art. We must therefore, 
retain the genuine insights of isolationist esthetics 
and yet advance to the broader and richer interpretation 
of contextualism.(73:XXX) 
Future agreement seems possible, since much of what 
each side stresses is right. "Their mistakes appear to con-
sist chiefly in over..;...statements. 11 (178:4o) 
Relativism. Relativism should not be regarded as a 
position which is situated arbitrarily in a 11middle of the 
road 11 sense, but rather as an active critical ttoriginal posi ..... 
tion, 11 subscribed to by a small, but growing, minority group. 
The broad view of this aesthetic theory is expounded by Heyl: 
Relativism avoids the mythical absolute values of 
objectivism and the irresponsible preferences of sub-
jectivism thru new interpretations of both the variable 
object and the valuing subject and by an emphasis upon 
the interrelation between them in a total situation. 
(34:125) 
The position for relativist values has been consider-
ably enhanced.by writers in disciplines other than music and 
philosophy per se--Kluckhohn, in anthropology; Galbraith, in 
economics; Maritain in ethical morality; Mueller, and M~ford, 
in Sociology; Meyer, in psychology, as well as Dewey, Morris, 
Mannheim, and Brameld--all have contributed to a philosophy 
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of culture which seeks to avoid parochialistic attitudes, 
dangers of ethnocentrism, and supernatur~l sanctions of the 
good. Stimulated by contemporary social, political, psycho-
logical, and economic realities, the criticisms concerning 
the inadequacies o~ isolationism and contextualism have 
reached new and important levels of concern. The nucleus of 
these criticisms is summarized below for each position. 
Criticisms directed against isolationism: 
1. Empirical evidence indicates a lack of universal 
opinions as stressed by isolationists. 
2. The lack of precise meaning to key terms makes it 
often difficult to determine whether the cleav-
ages between isolationism and relativism are 
actual or semantic. 
3. Values are not ontologically intrinsic, nor is 
man limited to one specific approach to reality. 
4-. The reluctance to accept aesthetic libertinism is 
linked with the inherent belief in and the 
search for a non...:.existent, absolute ideal .. 
5. The instilling of absolute standards and values 
in others is both aesthetically and psycholo-
gically dangerous, rather than noble.(34:97~119) 
6. Art can never be impersonal; rather, all art is 
fundamentally expression which utilizes aesthe-
tic symbols and represents human needs.(56:22-23) 
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7. The value of art is. in direct proportion to that 
which it expresses.(47:228) 
8. Although art and morality may be recognized as 
separate spheres of endeavor, with respect to 
the artist and with respect .to humanity, 11 art. 
is indirectly and extrinsically subordinate to 
morality. 11 (51:41). 
9. The isolationist theory concerning the survival 
of good music must be rejected in favor of a 
more realistic view which favors social, mate~ 
rial, and psychological circumstances for 
adjudication. (55:403) 
10. Aesthetic perception is made keener not merely by 
the examination of how faithfully rules of com-
position have been observed, but by noting how 
the media· ·creates expression in an individual 
manner. (19: 205) 
11. Both the specific and generic poles of isolation.:. 
ism and contextualism must merge if manki~d is 
to.he aesthetically enriched.(73:XXXVI-XXXVIII) 
12. Both musical meanings and· referential meanings. 
qeperid on learning. (53:2) 
13. Formal design is insufficient in itself to 
account for the artistic merit of musical com.::. · 
position. (44) 
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Criticisms directed against contextualism: 
1. Subjective value theories that claim final valid-
ity on the basis of sheer intuitive certainty 
are committing the identical error as objectiv-
ist theories. 
2. Mere pleasurable liking does not provide for the 
education and cultivation of taste and as such 
makes criticism absurd. (118:131) 
3. Subjective emphasis which leans toward compara-
tive responses and psychological criticism 
diverts attention from the objective value.of 
the musical work per se~ 
4. The question concerning the survival of works of 
art is not answered adequately by the contextu~ 
ali st. 
5. Standard judicial criteria for criticism cannot 
rationally be obtained from a consistent sub-
jective or contextualist theory.(34:120-124) 
6. uReliance on instrumental values inevitably per-
verts and distorts the art of music and debases 
its true and end.uring values. 11 (48:98) 
7. So long as the cultural status quo remains in a 
conservative or reactionary position, the 
modern audience will not make the necessary 
intellectual effort necessary for the 
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comprehension of aesthetic musical innovations. 
(55:391) 
8. The interpretation of subjective introspections 
11 is the task of the :psychiatrist not the music 
critic. 11 (53:8) 
9.. To ask music 11 to express feelings, to translate 
dramatic situations, even to imitate naturett is 
asking the im:possible.(84:79) 
10, Art becomes :propagandized when linked with the 
moral, :political, :philosophical and religious 
:purposes of society.(51:73) 
11. Extreme subjectivism can result in a negation of 
standards: and in meaningless judgments. 
12. Musical logic cannot be coherently divorced from 
formal struc~ure, nor from musical aesthetics. 
(47:229) 
The relativistts attitude towards musical criticism 
necessitates not only comprehension of the meaning of value 
judgments.and a commitment to action, but also a satisfactory 
theoretical basis for evolutiono The above criticisms indi-
cate the general dissatisi'actions with the bases of either 
isolationist or contextualist views because of their neglect 
for the fundamental :principle of :psychological relativism. 
Langer, for instance, is accused by Heyl of :philosophical and 
misguided dogmatism: 
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What ! object to ••• is not her exposition of music 
as symbolism, but her claim that a different, though 
widely held approach toward music should be ruled out of 
court.. Though at one moment she condemns critics for 
entirely rejecting her symbolic interpretation of music, 
at other moments sh~ herself entirel~ rejects the inter-
pretation of music as self~expression in the face of 
powerful testimony to the contrary.(34:139) 
Such a possibility appears obvious to the relativist. 
The idea that more than one critical attitude may be justi-
fied is inherently bound in the human sensitivity which, in 
effect, causes different responses to music. The relativist 
is not engaged in the philosophical pursuit of an absolute 
and universal value, but in the logical recognition that 
values are relative to and conditioned by cultural groups and 
periods. For this reason, the social factor plays a para~ 
mount role in the value theory. The relativist would accept 
both the axiom of logical relativism, which treats solutions 
to problems of value as dependent on personal basic criteria, 
and the axiom of psychological relativism, which claims that 
·individual opinion should not demand universal or _absolute 
validity: 
Some reasonable theory must be held which avoids the 
untenable extremes of objectivism and subjectivism; for 
neither a critical value theory which adopts ultimate 
standards nor one which rejects any standard whatsoever 
is clear. • • ·• What is indubitably required is a rela-
tivism which comprehends no values apart from human 
valuations, yet which recognizes the necessity for and 
justifies the existence of sound objectives of better or 
worse. These, however, cannot ever be absolute or . 
fixed, for they depend upon philosophical assumptions 
and upon empirical criteria which vary somewhat from 
individual to individual, from culture to culture. But 
this means that an amount of wholesome elasticity an.d 
variety is as inevitable and desirable in criticism as 
it is in human nature.(34:154) 
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The relativistrs tendency to treat value criteria as 
tentative, to a degree, aids one in understanding Tolstoyrs 
indictment of the late works of Beethoven, for example. Such 
an accusation illustrates the drive which possesses an indi~ 
vidual to bind a specific evaluation to a fixed, pre'""deter.:.. 
mined value system of art and life. The concern with such 
fallacious reasoning is stressed also by Stravinsky .. (84:107.=-. 
124) However, the axiom of logical relativism insists that 
standards, principles, and criteria which serve to guide 
appraisals, be made clear in .vie'\v of some critical system-.:. 
mere liking would then be considered as ttan insufficient con-
dition for the activity of valuing.tt(34:126) 
In consideration for the interaction of both the 
experiencing subject and the potential value of the work of 
art, the relativist utilizes the axiom of psychological and 
sociological relativism: 
Standards are relative since differently constituted 
sorts of better men naturally subscribe to different yet 
equally good attitudes, artistic as well as philosophi~ 
cal. • •• In revaluating relativist principles the 
critic concludes that differing standards sincerely held 
by genuine experts cannot profitably be rated; he sub~ 
scribes to the axiom of psychological relativism. And 
he claims that disregard for, or rejection of this axiom 
promotes dogmatic, misguided, and misleading criticism .. 
Significant judgments • • • can be made, however, when 
the criteria of the expert are compared with those of 
all incompetent observers; for just as the relativist 
0 
believes he. can distinguish bad men from good,. .so he 
believes that artistic concepts va:ry enormously from 
types which are extremely crude to those which are 
highly refined. ( 34: 153) 
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The need for relevant standards and flexible criteria 
is stressed because of the various styles in musical arts 
which must be judged only by applicable theories of value. 
Is it logical to judge Bantu. music, or oriental music in . 
terms of Western criteria; or Soviet music in terms of Demo-
cratic criteria? It would be just as illogical to reverse 
the procedure. Consequently, the relativist feels that his 
position is more concrete and more empirically objective than 
either tb.e absolutist or the subjectivist. While objectivism 
would claim a single uniform scale for all art, and subjec-
tivism, the ahsence of a scale common to two or more indi-
viduals, relativism holds that value scales are relevant to 
the intended purpose if: 
• • •. that theory on which the scale was constructed 
is made explicit and th1:3-t the usefulness of·the scale is 
proportionate to the amount and kind·of direct.;..experi.;.. 
ence of art subsumed under the theory which has created 
the scale.(34;154) 
.. Although the relativist does assume the unequal 
nature of people, he does not make th:l-s observation in regard 
to a superior psychological type, but as a humanistic endorse-
ment of mental, spiritual, and artistic differences: 
••• Ori tical conceptions to most of us are relative 
in the same way and to the same degree that human 
nature, human ideals, and human ideas are relative. 
Thus, most.objectivists, with perfect consistency, will 
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hold that neither ethical nor artistic standards are to 
the slightest degree relative, where as, most relativ-
ists will believe in the validity of varied standards 
both moral and artistic. (34:133) 
Hence, evaluations are sociologically relative, since 
changes in culture may reflect divergent interpretations of 
the desired good from society to society: 
••• CUlture presents the criteria from which men 
must choose, select and reject in order to lend ration-
ale to their aspiration, their hopes and fears. Values, 
therefore, are relative to time and place, are cultur-
ally circumscribed and equally valid. To make any 
judgment as to the relative merit of any value~system we 
would be guilty of comparing the 'encomparable, 1 and if 
we did venture an opinion, would be guilty of ethnocen-
trism"'- ..... judging others by our standards.-(115:25) 
The anthropological point of view has also been 
influential in changing traditional psychological concepts of 
tonal perception: 
Acousticians and psychologists from Pythageras to 
Revecz have attempted to explain and account for the 
phenomena of consonance and dissonance on acoustical 
grounds, but as yet no tenable, unobjectionable theory 
has been advanced. (113: 4.::.5) 
The relativist no longer regards the musical conso-
nance-dissonance relationship as primarily the phenomena of 
acoustics. Rather it is a learned or conditioned human 
response, which is relevant to psychological laws of percep-
tion, and imbedded in a negation. of music as a universal lan-
guage. Meyer concludes that hedonism, atomism, and univer-
salism all err in attempting to account for musical communi~ 
cation: 
Gestalt psychologists have shown that understanding 
is not a matter of perceiving stimuli, or simple sound 
combinations in. isolation, but is rather a matter of 
grouping stimuli into patterns and relating these pat..;.. 
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- terns to one another. And finally, the studies of com~ 
parative musicologists bringing to our attention the 
music of other cultures, have made us increasingly aware 
that the particular organization developed in Western 
music is not universal, natural, or God~given. (53:6) 
Fluctuations in the alternate stresses of musical 
form and content, when traced historically, serve to illus~ 
trate the importance of cultural comprehension_of the p~st 
and the present in terms of dynamic change.(83:531-594) 
Musical meaning is a product of expectation, which, in turn, 
is a product of stylistic experience and of relative cultural 
orientation_. Thus the_ tendency for the trained musician to 
objectify meanings, and the untrained listener to subjectify 
musical meanings becomes clear. Since musical experience is 
not founded on universal responses in tonal materials, but 
acquired through education, perhaps proper habit responses in 
musical performance should be one means in early instruction, 
whereby musical understanding as a desirable end may be 
achieved. Extramusical diversion offers no help for under-
standing. Program information functions merely to condition 
and enhance beliefs and attitudes, which are largely socially 
determined_.(83:35.;:;.;77) If music, like all other intellectual 
and aesthetic goods, is meant to be enjoyed and understood 
then: 
••• the task of the music critic is to develop an 
adequate, precise, non~technical vocabulary for 
describing without sentiments or fanciful imagery what 
happens in music, as well as in his mind \'lhile he lis-
tens to music.(6:115) 
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The relativist 1 s ontological beliefs are natural and 
thiS'-'Worldly. His epistemology is rooted in cultural and 
historical reality not in a.fixed truth; on Gestalt psycho-
logy rather than on hedonistic, atomistic, or universal con~ 
cepts, and on empirically tested evidence which utilizes both 
specific and generic factors. His axiology is rooted in the 
concepts of logical, psychological, and social relativism, 
not in the concept of an inherent ideal, universal good, nor 
in external subjectivisms which are based on intuitive cer~ 
tainty. Value theories, to the relativist, are founded on 
considerations for both content and form, for both inten~ 
tional, or comparative evaluations, and qualitative, or 
critical standards. Relativism recognizes the desire fo~ 
improvement, the need for education, the need for the culti-
vation of taste, the reality of a plurality of tastes, the 
need for a system of critical standards, and, the culturally 
determined and relative nature of values. 
In conclusion, the following qualifications are sug~ 
gested by Heyl as indicative of the skilled critic, or.hypo~ 
thetical expert in aesthetics: 
1.. Sensitivity to artistic·· aims and qualities of the 
works in judgment. 
2. Wide and varied experience with the particular 
medium. 
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3. Cultural sufficiency which enables understanding 
of the object in its proper historical, reli-
gious social, political, and iconographic per~ 
spective. 
4. Power to detect and consider egocentric tenden~ 
cies of personal preferences which may reflect 
in the critical analysis. 
5. Normality, in opposition to eccentricity, which 
would provide for sufficient centralization of 
experience so that others·might participate. 
6. A critical and satisfactory theoretical basis of 
artistic value.(34:92) 
' 
Such criteria takes cognizance of the fact that the 
changing character of the good in music is commensurate with 
constantly evolving social fields. The aesthetic beliefs of 
relativism provide for human fallibility in constructing a 
view "which renders the fluctuation of history credible and 
makes peace with reality. 11 (55:405) 
III. SUMMARY AND CRITIQUE OF CONTEMPORARY PHILOSOPHICAL 
LEVELS OF MUSICAL AESTHETICS 
Having traced the major historical developments in 
general, educational, and musical philosophies, and having 
reviewed the fundamental involvements in contemporary musical 
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aesthetics, the summary below will consider, in a critical 
manner, the philosophical and aesthetic outlooks of the 
present time. The five positions in consideration represent 
the dimensions presented in this chapter with the inclusion 
of two levels~~complacency and eclecticism. Hence, apart 
from complacency and eclecticism, the philosophical theory 
of the discovered good normally bases its musical aesthetic 
values on an objective, essential, and conservative platform 
of isolationism which is identified here with the general 
philosophical level of idealism and realism. The received 
good, based on a traditional, reactionary or perennial plat-
form of contextualism, is exemplified below by the general 
philosophical level of social realism. Both the constructed 
and the reconstructed theories, rooted in an empirical, 
liberal~radical system of musical aesthetics which stress 
the humanistic values of relativism, are identified with 
pragmatic progressivism and social reconstructionism under 
the general philosophical level of naturalism. 
Contemporary musical philosophies bear striking 
resemblances to Platonic and Aristotelian themes. In the 
affairs of Church and State, from ancient medieval to modern 
concepts of the good in music, striking variations in echo of 
the Greek idealism are still evident. With the rise of human-
ism, the breakdown of feudalism, the evergrowing concern for 
the individual and society, and the unprecedented crisis-
.·1. ·.-
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culture of today, new heights of interest in the mass needs 
for aesthetic interest have been stimulated. The philosopher, 
who has been traditionally concerned with the ethical nature 
of music, is now seeking to explain the emotional; and the 
musician, who has been concerned largely with the evocation 
of emotions. through tonal..:..temporal media, is novr searching 
for the logical reasoning of philosophy in order to communi~ 
cate more aesthetically in contemporary society. It is not 
strange to conceive of the philosopherts mistrust for musical 
feeling, when one considers the complex problems involved in 
applying logical and positivistic methods to aesthetic theory. 
The ph[losopher 1 s interest in the place and function of music 
in a changing society, both as a form of human communication 
and as a real human need, may be viewed as a sign of the 
increasing concern for aesthetic validity and integrity in 
the musical arts. 
The ever.;.;;.evolving state of music educ-ation reflects 
an identical. contemporary dilemma. What is the function of 
music education in terms of the aesthetic components? What 
is the educational task involved in preparing for musical 
understanding? For musical literacy? For musica~ discrimina-
tion? For new· leisure time patterns? For living in a mecha~ 
nized world? For international understanding? . If music is 
part of the experiences of life, for the sake of the indi~ 
vidual, the musical art, and society in general, such 
questioning cannot be ignored: 
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Unless artists and scientists take an active part in 
the social struggles of our explosive age, they are 
opening the way to wreaking not only economic and poli-
tical institutions, but the very creative freedom essen-
tial to scientific and artistic a@hievement.(lO:l80) 
The summary of philosophical levels in musical aesthe-
tics, as presented below, represents a subjeative ghoiQe from 
inadequate to most desirable in view of "Wlis ehapterrs dis-
cussionv The basic dualism of idealism and naturalism still 
prevails, and the shades of difference vary from one extreme 
pole to the other. Consequently, although the definition of 
value accepted in this study involved a justification for 
aesthetic judgment and a eommitment to action, it would be 
erroneous to assume that all choices are so committed or 
designed. The first two levels in sonsideration represent 
choiaes of sueh nature. They are included in the dissuasion 
simply because they do represent levels of aestheti@ beliefs 
in contemporary society and, as suah, must be recognized. 
Co:mplacenay 
Characterized by a lethargie attitude which diseour-
ages critical expressions of beliefs, the complacent attitude 
holds that trustworthy patterns of belief are n9t feasible. 
An adherence to the idea that disbelief may be wiser than 
positive belief, probably aGtiounts for the laok of sub stan...:. 
tial aesthetic justification. The eomplaaent level invites 
no philosophy of life, or of music. Likes and dislikes in 
music are wholly subjective without rational evaluation. 
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Such primitive indifference to factors other than pure pleasw 
ure tend not only to limit the full capabilities of man as a 
rational being, but also provide no answer to the riddles of 
musical aesthetics for the individual nor for society. 
That the complacent attitude exists generally in 
society cannot be ignored. Galbraith accuses contemporary 
society of complacency and passivity, and warns of the dan~ 
gers of contentment in an arena of discontent: 
A society • • • must insure its own survival. Illu-
sion is the enemy of happiness and survival. • •• The 
problem is one of our attitude toward the goals of 
society. Not the,total of resources but their studied 
and rational use is the key to achievement.(27:351) 
Eclecticism 
The position which regards certain philosophical 
views from all sides, but not in any designed commitment to 
action or pattern of value, is commonly known as eclecticism. 
Certain facts of isolationism or contextualism may be appeal-
ing, at this level, in a personal sense, but not in a 
rational and sound philosophical sense. However, the possi-
bility of applying aesthetic value judgments to musical situ-
ations is greater here than it would be at the complacent 
level: 
An eclectic system of musical values may therefore 
evolve into little more than the equivalent of a musical 
potpourri but it can also develop into a self..:.asserting 
endeavor in which the listener tries to employ the most 
logical group of values to changing musical styles for 
the most aesthetically reliable measure of musical 
worth .. (70: 237) 
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Such intermediary value beliefs as are involved in · 
'• 
skeptical and agnostic choices must be rejected for obvious 
reasons. Neither would offer solutions and both are neutral 
and noncommittal to either a pattern of action or theoretical 
system of belief. Much of the contemporary concerns in music 
education stem from identical thinking on the part.of music 
educators, educational administrators, and society in gener~l. 
Neither complacency, eclectism., nor the variants of bothhelp 
in determining aesthetic values for the contemporary music 
educator. On the contrary, they tend to enhance and compli-
cate issuesy and to frustrate the visions of well~meaning 
individuals .. 
Socialist Realism 
The U.s.S.R •. , in its ideological pattern for revolu-
tion, has attempted "a censorship over the exploitation of 
works whose content they consider dangerous to public wel-
fare;" has converted 11 the musical profession into a college 
of political theorists; 11 and attempted to overrule tbe basic 
truism, that 11:m.usical civilizarion is older than any politi-
cal party,. 11 (87:166) How can music commit crimes of formalism 
.and bourgeois cosmopoli tanism1 How does such authoritarian 
practice characterize the Soviet educational pattern, with 
regard to music in the schools1 How are the masses prepared 
culturally in the acceptance of socialist realism over cre-
ative individuality1 Perhapsthe commonly accepted view that 
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11 the only aristocracy amongmusicians is that of talent,tt 
(117:301)-stands in need of qualification, when polities and 
ideologies.become involved. 
The basic beliefs of social realism contain Platonic 
overtones~ Music is not an autonomous art but has tunctional 
roots in other sqcial institutions~~the state, cultural 
regions, the community, and thereby serves as a tool of 
socialization • 
. Thus, artistic composition represents an accurate and 
faithful recording of the life proeess under the guidance.ef 
the Communist P.arty and the Soviet State. Music must as.sist 
actively in the reeducation process of Bolshevic spirit, and 
must artistically propagate the Communist concepts of fidel.;;. 
i ty to the truth,. s.ervice to the socialist motherland, and· 
must aesthetically per tray a brighter tomorrow. (17: 199) In 
accord with Tolstoy, the Central Committee agrees t~at m~sic 
must function on levels of mass ~derstanding. Consequently, 1 
musical innovations and abstract_tendencies which are at once 
detached from Soviet life, are conde~ed as examples of for-
malism and bourgeois decadence. The spirit of the Russi~ 
Association of. Proletarian Composers is reflected in Sheata-
kovitch's 1931 declaration: 
I am a Soviet composer, and I see our epoch as some~ 
thing heroic, spirited and joyous. • •• Music cannot 
help having a political basis.:.-an idea that the bour-
geoisie are slow to comprehend. There can be no music 
without ideology.(7;285) 
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Soviet education may be analyzed from three essential 
characteristics~-the dogma of Marx, Engel, and Lenin, the 
locus of power and authority, -and the broadness of conception 
and scope. All three interplay in a monolothic control of 
the school system, the press, periodicals, books, calenders, 
amusements, entertainment, the arts, political and cultural 
phases of all organizations, as well as in other communicative 
avenues of expression, such as radio, television, and the 
cinema.(43:VII-X) The ultimate purpose of music education in 
the Soviet Union is to solidify the masses in nationalistic 
and political feelings. Courses of study for the musical as 
well as non~musical aim for the development of musical skills 
in varying degrees of performance, composition, ear~training, 
and artistic taste in listening. On the basis that realistic 
art serves to unite the masses, the State imposes restric-
tions over the musical materials to be used for both instruc..:.. 
tional and professional purposes. 
The Russian critic z. Vartanyan wrote in Sovietskaya 
Kultura, in May, 1958, that the majority of Russian musicians 
11 turned out to resemble each other very much in their crea~ 
tive character.u(32:189) This criticism has in turn been 
levelled at the schools, e~pecially in reference to the arts. 
While the State does provide a high quality of instruction 
and facilities, creative individuality is not fostered: 
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The State does not need many artists, but it wants 
those that it has to excel. The pupils are trained not 
because they have within them.a burning desire for ere~ 
ative expression in an artistic medilim, but because it 
is believed that With their talents so trained the 
pupils_will later serve the best interests of the state. 
(102:110) 
The new theses on school reform· in 1960, posed by the 
U.S.S.R. Council of Ministers, considered the development of 
good artistic taste in children and youth as a part of the 
urgent task of aesthetic education. The Soviet educator Bau,;:;. 
man reported a three year experiment in the formation of a 
Society of Symphonic Music Amateurs. Listening sessions were 
planned which included. the 1~estn specimens of Soviet and 
Western classical music. Psychological tests administered at 
the conclusion of the experiment showed the following contex~ 
tualist results: 
It was evident from the pupils replies that they all 
saw in general, one and the same thing~~Russian natural 
scenery. And this shows that to a person, even one 
quite inexperienced in music, much is comprehensible 
when he comes into immediate contact with genuine and 
great art.. •· •• Every pupil who has been t solidly r 
inducted in the Society.is therefore appreciated as a 
1victoryt.:;...:.one more person won over from the' light, 
thoughtless music, one more person who has become 
inwardly richer.(l08:50) 
Socialist realism as a philoEJophical level of musical 
aesthetics is objectionable to the isolationist, the liberal 
contextualist, and the relati vi at primarily because of the 
misguided attitude of such an intolerant philosophy to per..:... 
sonal judgments, to questioning of social policies, and to 
aesthetic libertinism. The social realist, in addition, may 
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be accused by the relativist of dogmatic certainty, and by 
the isolationist for neglecting th~ historically dynamic 
nature of music to progress in new and experimental concewts 
of tone and time. Educationally, socialist realism does not 
provide for a transevaluation of aesthetic values, does not 
allow ample consideration for individual creativeness, and 
does not conceive of the role of aesthetic education in 
humanistic needs, but in terms of the propaganda value of 
music for political principles. As s:uch, not only Democratic 
educational ideals are violated, but musical aesthetics 
become diluted and instrumentalized to serve non~musical 
ends. Philosophically, neither aesthetic conformity nor 
aesthetic uniformity can be considered as adequate substi..:.. 
tutes for Socratic inquiry. 
Idealism· 
The idealist may be merged with the realist for the 
sake of this summary, since both stem from developments dur.:... 
ing the Renaissance, both hold to a fixed and uniform notion 
of reality and goodness, and both seek to integrate the indi-
vidual within a permanent universal pattern.(ll:261) The 
more liberal idealist would accept the organismic tendencies, 
while others would hold to correspondence measurements of 
truth with spiritual and physical determinants, or 111 th pre.::.. 
existant standards which possess proven survival value. 
Whereas the idealistrs world is more spiritual in a moral 
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concern, .the realist r s is more material and psychological. 
:But both retain a conservative level of approach to philoso.:;. 
phy, reaffirming the living hatiits and expressions of belief 
I 
which have prevailed in .contemporary' culture. .The preserva.;;;. 
tion and reinforcement of the established social order in 
terms of its inherited structure provides idealism with a 
conservative philosophical mission which is somewhat resist~ 
ant to cultural change. .]for instance, Broudy states that the 
I 
inte],lectual aspects of aesthetic education should be 
I 
stressed over the attitudinal and emotional ones because the 
former aspects 11depend heavily on cultural pressures that are 
largely beyond the control of the school .. 11 (14: 225) · He admi t.s 
that social pressures may undo the a<}complishments·of educa;.:;o 
tion, but provides no adequate theory except ._intellectual 
I 
faith 11 to contend with the dilemma: 
Vocation, family, friends, ari.d the community as a· 
whole may counteract a good deal of what the school has 
accomplished. Yet if the school is true to its function, 
it must proceed on the faith thtit the habits of intelli-
. gence will seek an opportunity to exercise themselves · 
and in the long run under favorable circumstances will 
modify the culture so that it is less hostile to the 
values the school espouses.(l4:225) 
The question of whether and hovr it might be possible 
to narrow the cultural gap between s~hool and community is 
not considered. What is of concern to·the idealist is the 
aesthetic satisfaction of intellectual self"""confidenoe, of 
intellectual cultivation, and of a striving toward connois~ 
seurship, concerning which Portnoy states that: 
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The man who bases his aesthetic values of music on 
philosophical idealism is apt to extol the rational 
faculties over the sensory ones. He may overemphasize 
the importance of reason in aesthetic matters and mini~ 
mize emotion. His values will rest on the idealist's 
premise that the world is divided into spirit and matter, 
soul and body, and that the natural laws which regulate 
the material body cannot govern the spiritual soul. He 
is likely to regard the composer and the metaphysician 
as coworkers who strive to unfold the 'true' reality to 
man through music and philosophy. The metaphysician and 
musician will bring us closer to the ideal, the univer-
sal. They will guide us toward the spiritual realm with 
the aid of philosophy and permit us a fleeting glimpse 
of universal beauty through music~(70:235) 
Formal rather than contextual considerations are 
stressed in the idealist's objective criteria of values. 
While genuine standards are in the realm of the expert, the 
more liberal idealist would not insist on teacher~imposed 
standards, but on a program of education which leads to the 
desirable goal of connoisseurship. Agreement in value .stand-
ards grows in proportion with the degree of expertness. 
Since the musical good is embodied objectively in the work 
itself, complex art is considered more important than the 
simple, insofar as it is capable of approaching reality. 
Criticisms of idealism are based primarily on the 
idealist 1 s conception of a dual existence~-of a real and an 
unreal world. The tendencies to denote mystical or spiritual 
significance in aesthetic experience, to regard aesthetic 
absolute truths as objectified qualities imbedded in great 
musical works, to explain the meanings of music in terms of 
a Divine or universal goodness, to neglect the social 
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plurality of values in favor of a musical priesthood, and to 
disregard the cultural aspects of relativity in tastes--all 
these provide for sources of philosophical and aesthetic con-
flict. 
In music education idealism has provided for some 
time, both the pedagogy,and the theoretical basis for instruc-
tion. It has been the teacber 1 s task to unfold truths in 
music, to impart information, to provide value judgments, and 
to decide on the proper dosage of content and form--in short, 
to preserve the status QUo. The fact that so little new 
music, experimental or otherwise, is presented in the public 
schools for real discrimination is just one example of the 
conservative nature of the contemporary music educator. The 
idealist teacher is concerned so~ewhat with the socio-musical 
. fate of his students after high school graduation, but his 
conservative nature reminds _him that the responsibility of 
the educator is the formal ~spe~t of education--a first 
through twelfth grade affa~r. It is not in the domain-of 
such a music educator to be concerned with the means and ends-
in improving the cultural status quo, although the musical 
deficiencies of society are evident to him. Nor would the 
conservative teacher provide for an adequate transevaluation 
of musical values either among diverse cultures or among 
styles within a culture. Are not the formal values of jazz, 
for instance, on a different scale from those of Beethoven? 
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Is it possible to escape from jazz via the principle of 
ttintellectual faith?" Is there not a solid educational case 
for good and poor jazz just as there is in the evaluation ef 
serious music? If the music educator believes that school is 
life, a reflection of society, and that jazz is such a real~ 
istic musical force in contemporary society, does it not fol~ 
low that jazz must enter the educational sanctuaries for cul-
tural and aesthetic examination? Certainly the same reason-
. ing would apply to social and religious issues, questions 
concerning sex, (not just biological, but moral) as well as: 
political inquiries. What conservative administrator would 
question a seventh grade debate over Sparta and Athens-, 
instead of integration versus segr~ation; or a playing of 
TChaikovskyTs Nutcracker Suite, instead of Stockhausen's 
Gesang der Juenglinge? To what extent is the music educator, 
in effect, impeding the· dynamic progress of musical. art and 
indeed, contributing to a cultural lag by his conservative 
adherence to the rigidity of ~ajor, minor, and chromatic 
scales and tonal tendencies? Perhaps these situations exist 
simply because his own preparation has been dogmatic and 
limited to a conservative and idealistic outlook of the good. 
Naturalism 
The philosophical core of the naturalistts belief is· 
based on perpetual and inevitable change made evident through 
historical and cultural determinants,_ Both the liberal 
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progressivist and the radical reconstructionist, ·who are 
included here, on the level of naturalism, agree· ontologically 
on experience and nature as constituting the form and content 
of the universe, and both are opposed to objective systems of 
prewdetermined order, Both, also, meet epistemologically in 
accepting organismic Gestal tism and scientific method as 
operational tools. Truth is not fixed, but a test of active 
ideas which, in turn, depends upon direct and indirect knowl-
edge. Both progressivism and reconstructionism agree that 
beauty is truth, and that truth is beauty. Art on the level 
of naturalism, involves a democratic process of free expre~~ 
sion, a full consummation of human energies:, and a direct 
bearing on life itself: 
The naturalists believe that music is one more· form 
of expression • • • in melody and rhythm • • • which man 
devised in his evolutional development, through which he 
communicates his feelings and thoughts and that man 
therefore is the sole judge of the worth and merit of 
the music that he creates or appreciates. If, however, 
a man is ignorant of the elemental nature and structure 
of music, if the music remains varied tones and rhythms 
that please the senses and nothing more, then he is 
quite apt to make false idols o.f the musical connois..;.. 
seurs and hold the professional music critic as the 
voice of the Delphic Oracle. Ignorance in music, as 
ignorance in a general sense, produces fear of the 
unknown, superstition and idolatrous worship.(70:236) 
Approaching axiology, and aesthetics, from an empiri-
cal viewpoint, the naturalist believes that values are the 
·good which result from intelligently directed activity. But 
more than the progressivist, the reconstructionist stresses 
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the greater need for cooperative thinking, sharing, agreeing, 
and acting in terms of the growing dynamics of changing cUl'-
.ture. The workability of an agreement remains for the natu-
ralist the final test of truth which may, upon additional 
examination, consens1,1s, and active testing, be altered •.. 
Truth is never final either for the individual or the group. 
While progressivism stresses pragmatic techniques to 
determine values for the individual, reconstructionism, in 
its more fervent cultural concern for goal~seeking, accepts 
utopian elements which serve as guiding principles for the 
renascence of-. contemporary society and world culture. The 
principle of social'-self~realization, which provides a.yard-
stick for normative criteria; the method of social consensus, 
which provides for the process and product of values, both 
direct and indirect; and the evaluative principle of defen-
sible.;...partiality, which provides for a means and ends CI?iti~ 
cism in open investigation and comparison-.:.::..all these form the 
framework of reconstructionism, and all tend to consider the 
critically needed cultural directionals which are missing in 
the philosophy of progressivism.(l2:74.:.::..209) However, both 
philosophies would subscribe to the naturalist level of musi-
cal aesthetics and consequently, to the theory of relativism, 
although the reconstructionist would be inclined to play a 
more active role in his commitment to value judgments·. 
The naturalist 1 s system of values for musical aesthe-
tics is not founded on ancient Platonic doctrines but on 
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humanistic values, and is guided by the principle that music 
is the symbolic expression of feelings in a stylized art form 
of ry_thm and tone: 
Expression is the opposite of impression. To express 
something one first has to be impressed, and in order to 
impress somebody else one has to express something. 
Impression is made possible by the senses of seeing, 
hearing, and feelingl' :· Thus, in a general way we get , 
realistic objective ~mpressions from the physical outer 
world, the expressions of daily life. The problem of 
art is to translate these sensual impressions into 
expressions fit to impress othera.(47:228) 
The reluctance of isolationism to trust feelings, and 
the overbearing emphasis on feelings in contextualism has 
stimulated the need for a contemporary philosophy of relative 
values. Further, the naturalist believes that musical values 
are not metaphysical but the product of human experienc~. 
nArt tastes are subjective rather than objective, for they 
represent expectations and habits that rise from the experi-
ences of the subject and exist in terms of these experiencea.n 
(55:383) Solutions to the conflict of form and content can~ 
not be found in the·musical object per se, nor exclusively in 
the human experiencing subject. Rather, they are perceived 
in the interaction and relation of both, blending both tradi-
tional factors and common experiences in the belief that most 
people will be rational if presented vii th evidence. Music, 
to the naturalist, is not metaphysics, not mathematics, not 
ethics, not politics, and not religion, but all of these, 
which emerge into a cultural phen~menon of aesthetic and 
emotional communication; 
lll 
Music cannot laugh or cry. Music is not sad or gay. 
Certain-tones and rhythms awaken feelings which ar~ akin 
to a mood of gaiety or sadness. The music is what it is 
for me, gay or sad, only if I can call up from.within me 
such feelings. · It is I who associate this mood or that 
mood with this rhythm or that tone. It is I who attri-
bute.human values and meaning to musical sounds and 
movement.(70:234) 
Naturalism presents for music education a most Demo~ 
cratic endeavor for its adherence to the principle of equal 
opportunity is fundamental, and its sanction for extensive 
critical examination is crucial. The music educator func-
tions as a Democratic leader, whose role it is not to indoc-
trinate, but to translate general agreement into workable 
practice and to distinguish between value judgments. Aesthe-
tic alternatives would be presented in relative, historical, 
and cultural perspectives; contemporary issues pertaining to 
the social, economic, political, and psychological· realities 
would be analyzed for their relevance to musical aesthetics; 
and the importance of aesthetic thought and endeavor to the 
human well being-~including the therapeutic and recreational 
aspects of music~~would be stressed. Such a philosophical 
approach to music education also emphasizes the unique func~ 
tion of music as an aesthetic artistic medium: 
That is, the unique function of music, as music, is 
not the representation of God, the Church, a railroad 
train complete with whistle, or skyscrapers, or a wed-
ding, or dances, or the dissonant and neurotic tenden~ 
cies of our time. But music ·as music is the deliberate 
organization of musical sound~hrough symbols that men 
have created and developed in counterpoint, canon, 
fugue, and so on, in the forms of dance music, chorale, 
symphony and concerto.(l35:64) 
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Critical intelligence, standards for adequate evalu-
ations of all types of music through understanding, knowledge, 
and experience, awareness of the aesthetic potential and need 
in human life for constructive as well as reconstructive pur-
poses-~all these form the dimensions of a naturalistic philo-
sophy of music and provide directionals for education. 
A major criticism directed by the music educator 
against such a philosophy concerns the question of practical 
feasibility. Assuming the philosophical willingness and the 
psychological eagerness, are music educators prepared peda-
gogically to implement a program? According to Krash: 
The unique contribution that music could make to the 
education of our youth may be impossible to achieve 
today because this would t-ake an excellent grasp of 
musical structure and composition not possessed by many 
of our music teachers who have been trained as instru-
mental or vocal specialists,. (135:68) 
Nor is there sufficient preparation in the philoso-
phical, the cultural, and above all, the social and aesthetic 
disciplines, so that the music educator feels philosophically 
and academically free to assume the intelligent role of the 
Democratic leader. It is probably in like concern for 
teacher education practices, that Bra.meld advocates "stand-
ards of preparation at least equivalent to those of the.medi-
cal profession .. " (10:196) 
Other critical. issues in music education involve the 
position of the musically talented, the use of professionalism 
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as a guide in performance and adjudication, the nature and 
function of general music and the role of the clas$room 
teacher. These problems will be analyzed in Chapter III for 
their philosophical entanglements. 
Perhaps the most controversial criticisms of rela~ 
tivism may be directed specifically at the social reforms of 
radical reconstructionismo It is not within the province of 
this study to support, in a constructive way, the utopian 
elements of .Brameld 1 s cultural renascence, Mannheimls 
approach to a planned society through a sociology of knowl~ 
edge, (30:55~69) or other philosophical and ·social proposals 
for a healthier better-united world. But, not the conven-
tional wisdom of the conservative, not the nostalgic visions 
of the regressive, nor the indefinite goals of the liberal-
will offer adequate solutions to the problems of contemporary 
educational philosophy and musical aesthetics. On the con-
trary, they tend to invite complacency and eclecticism and to 
promote attitudes which claim that irreconcilables cannot be 
reconciled. Perhaps, as Galbraith suggests, ttthe question is.: 
less one of feasibility than of will.n(27:331) 
In Chapter II the major dimensions of general philo-
sophy, of educational philosophy, of musical philos'ophy, of 
conflicts in musical aesthetics, were reviewed. The. summary 
and critique presented a critical analysis of five philoso-
phical levels in musical aesthetics which are prevalent in 
'- .r 
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contemporary society. Throughout the chapter references were 
drawn to music education-~its philosophical and .aesthetic 
position, both past and present. Chapter III will analyze, 
in a more detailed manner, the philosophical and aesthetic 
issues and problems which are most significant to the state 
of music education today. 
CHAPTER III 
PHILOSOPHY AND AESTHETICS IN CONTEMPORARY · 
MUSIC EDUCATION 
It will be the purpose of this chapter, through a 
review of the critical literature, to analyze the implica-
tions of philosophy and aesthetics for music education. A 
five.=.fold approach will be utilized--(1) ·philosophical needs, 
(2) critical issues, (3) aesthetic needs, (4) value theories, 
and (5) socio-cultural pressures. 
As a result of the theoretical discussion in Chapter 
II, the music educator might naively assume that philosophi-
cal analysis is a tiresome, quarrelsome, and time""'consuming 
effort, which reiterates the proverbial scholastic argument~~ 
how many angels can dance at the end of a pin? Do the 
efforts of philosophical inquiry in music education yield 
rewards, or is music education to be exempt from such probing 
tasks because of its practical nature? Why, inde·ed, does the 
music educator need a philosophy of music education, or at 
any rate, one based on aesthetics? What are the antitheses 
which stimulate philosophical inquiry? In what manner may 
the contemporary problems facing music educators be resolved 
without resorting to the ttsafe harbors 11 of eclecticism or 
complacency? 
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I. NEED FOR A PHILOSOPHY OF MUSIC EDUCATION 
The subject of philosophy has managed to keep the 
state of music education in constant envigoration. Although 
the profession has made great strides toward unity of purpose, 
some cleavages still exist, which pertain fundamentally to 
the place of music in general education. Whether the music 
educator realizes it or not, any discussion of the value of 
music in life itself flirts with such philosophical inquiries 
as aesthetics, ethics, metaphysics, epistemology, and even 
theology. According to Broudy: 
Certain types of philosophical argument have been 
developed in the history of Western Civilization, and 
they have standard brand labels such as Idealism, Prag-
matism, Realism, Scholasticism, and Materialism. Philo.:-
sophies or philosophical systems are clusters of rea-
soned beliefs that try to be consistent about what is 
real, true, and good. The deeper rifts among educators, 
if carefully traced, lead down to roots in one or more 
of these clusters. That is why the study of general 
philosophy cannot be by~passed in the building of a phi~ 
losophy of education and of a philosophy of music edu-
cation.(lll:28-29) . 
The important value of philosophical analysis is that 
it serves as a substantial aid in place of.mere observation. 
It provides a basis upon which both the individual and the 
profession can build a substantial body of beliefs and prac-
tices. That a resistance to philosophy and philosophizing 
exists among music educators, is to some extent understand-
able, when one considers the practical and materialistic side 
of music education. Nevertheless, a profession has to 
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protect itself against upsetting and disrupting influences 
which destroy unity of purpose, and invite severe professional 
criticisms from others. The need for a philosophy is sup-
ported by Ernst: 
We have worked so hard to achieve recognition, to 
obtain financial support, and to fill the numerous 
engagements for performances, that we have failed to con-
solidate our thinking in terms of objectives which are 
understood by our professional colleagues; school admin-
istrators, teachers in other subject fields, private 
music teachers, and professional musicians. We have 
done a much better job of educating the general public 
than we have these groups.with whom we are so closely 
associated.(l21:17) 
Mursell claims that the reason why music educators 
do comparatively little serious thinking about educational 
aims is that nthey hustled and bustled to excess, and get 
little positive encouragement, and even positive discourage-
ment. 11 ( 60:8) Whatever the. reason may be for the lack of a 
philosophy the fact remains that the need is immediate in 
consideration of the contemporary dilemma. Broudy recognizes 
both the need and the difficulties encompassing the formula--
tion of a philosophy, and rationalizes as follows: 
It may be the part of wisdom, therefore, for a profes-
sion to approach the searching out of its philosophy as 
a prudent individual approaches recommendations for sur-.. 
gery, namely to weigh the present and predicted ailments 
against the discomforts and promised relief of the sur-. 
gery.(lll:28) · . 
And Madison supported the above theory in 1958, when 
he stated: 
With the increasing complexity of world.civilization, 
with increasing demands made upon education and in music 
/ ; 
/ 
ll8 
education, we need well~developed educational concepts 
to cut through the multitude of confusing details which 
assail us in our day-to-day activities. • •.. Our pres-
ent practices in music education may represent the most 
we can accomplish in the schools with our present con-
cepts, yet our philosophy often indicates we should be 
·doing more than we are. (140:32) 
The music teacher needs a philosophy of music educa- · 
tion which is both personal and praetical. Very often diffi.:. 
culties, discouragements, and highly complex problems are 
encountered by the music teacher in the discharge of his 
duties. Knowing a person'a philosophy, one may expect him to 
take certain stands on certain issues. Broudy states further: 
I doubt that any music educator would change his 
practice should he discover that his beliefs classify 
him as a 1realist 1 or an 'experimentalist.' If these 
labels have any value, it is to help us judge the con~ 
sistency of the cluster of beliefs that constitute a 
personrs 'philosophy of education.'(lll:29) 
The inspiration and guidance embodied in a set'of 
underlying beliefs can make the difference between .enthusi'-
astie and inspired teaching on one hand, and discouragement 
and total loss on the other. A philosophy of music.education 
also serves to guide and direct efforts, clarify issues, and 
aid the teacher in explaining the function of music in gen~ 
eral education.(48:73) 
The Music ~ucation Profession 
There are many questions which are asked of the pro-
fession as a whole. The individual often looks to the 
11 authority, 11 as Mursell puts it, for inspiration and 
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leadership. Th~ Music Educators National Conference is an 
example of organizational authority, but the judgments made 
by this organization are not considered infallible or per-
fectly consistent.(60:ll) However, despite the lib.eral vari-
ety of individual ideas which seem to exist, with or without 
reason, the prevailing need for a group effort is paramount. 
Individual ideas screened behind pseudo~democratic and pseudo-
musical concepts tend to disunite and tear at the fundamental 
roots of the good in music education. Each new philosophical 
idea promotes the forming of a new group of disciples that 
tends to divorce itself from the main.body. Although this 
practice is in keeping somewhat with so-called democratic 
ideals, the result is often not justifiable in terms of the 
good of the profession or for the benefit of society. What 
then are the symptoms or antitheses which cause cleavages in 
the profession, and consequently, indicate the need for phi-
losophical diagnosis? 
II. PHILOSOPHICAL ANTITHESES IN MUSIC EDUCATION 
The arguments and views stated below are drawn from 
personal experience, as well as from the weight of the 
research material. The issues to be discussed by no means 
exhaust the potential storehouse of antitheses in music edu-
cation, but rather lean towards the major points of philoso-
phical discussion and inquiry. 
• ! 
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Specialization and General M~si£ 
Aristotle regarded it as unbecoming for a gentleman 
to achieve as high a degree of proficiency with musical 
instruments as that of the public paid entertainer. "To 
rival the expert in this respect is to set an ideal other 
than that of being a gentleman. By refusing to compete with 
the experts, he shows that he is a gentleman. •• (9:58) 
Just how far music education has projected to achieve 
so-called professional standards is reflected in the high 
degree of public school proficiency attained in both instru-
mental and vocal fields. To achieve this end music educators 
have made great strides in seeking the musically talented. 
The concern for musical aptitude is reflection of the theory 
of natural selection, and is an outgrowth of the testing 
movement in music education. The conception of music as a 
specialized area of the curriculum has been a major source of 
conflict with not only music educator, but with the general 
educator as well. In 1958 Miller stated: 
Give me your best, not the refuse from your teeming 
classrooms. • •• Too often we forget about the upper 
level of ability in the classroom. We try to pull up 
,the bottom group rather than develop the top--those who 
will become our future leaders and future teachers. 
(146: 95) 
Some educators hold that the philosophy of special-
ized music education has indeed produced bigger and better 
instrumental and vocal groups in the past, but if music is 
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truly ed~cational it must provide for the so-called untal-
ented as well.(l63:24)(153:26) 
Albertson criticizes the music education profession 
for putting tttoo much emphasis on performance and not enough 
on the musical growth and learning of children, 11 (103:46) 
while Wilhousky believes that 11latent talent should be devel-
oped on a wider scale. 11 (166:4) Sparling claims that ttthere 
can never be instruction for all until those responsible for 
instruction determine to reach all, 11 (157: 28) and Krash indi-
cates that teaching a child to play a band instrument or sing 
in a chorus 11does not warrant music's place in a public 
school curriculum. 11 (135:64) According to Mursell, "general 
music is the trunk of· a developmental program of music educa-
tion • • • and the various special ties are its branches. u 
(57:65) Mursell also supports.Aristotle's point o:f view when 
he states: 
The school music program must be considered as aiming 
at amateurism and serving only as a starting point and 
an orientation for the professional career.(58:276) 
Snyder also supports Mursell: 
General music is the foundation upon which special, 
selective activities and experiences can be built. 
These experiences should be broadened to permit all 
children to find maximum musical growth, even though 
their abilities may deny them admission to the band, the 
orchestra, or the choir.(82:83) 
There appears to be substantial agreement that the 
general music program should provide the core for a 
122 
continuous and expanded program in music education .from .ele-
mentary school through high school. The primary purposes, 
although differing in levels of maturity, are largely parti-
cipation, responsiveness, and appreciation. While provision 
for both special and general music is recognized, the diffi~ 
culty still centers about the neglect of one for the purpose 
of enhancing the other. Ernst made a plea for all students 
on the basis of individual needs on three levels--the tal-
ented, the special aptitude and the general student body: 
We need to reaffirm our belief that music belongs to 
everyone. It is as old as the human race. It has 
existed among primitive peoples long before it was sys-
temized. It is the closest thing that we have to a uni-
versal language. It is the lubricant of society. It 
knows no bounds of race, color, creed, or social status. 
It is an art of expression and communication which goes -
beyond words. It takes you places where nothing else 
can take you. It is an integral part of the common 
experiences of all.(l21:18) 
Ernst also observes that the trend is generally to 
s.atisfy the need of the special aptitude group to the neglect 
of the other two extremes. 11 Gifted pupils in music,tt he 
advises, 11 should never be allowed to get by with mediocrity ... 
(121:18) The MUsic Educators National Conference recommended 
iri 1955: 
That greater stress be given to the general music 
program on the secondary level so as to continue the 
pattern established in the elementary schools; that all 
students be given the opportunity to explore the areas 
of the history of music, theory, instrumental music, 
singing, listening, and creative music within that pro-
gram; that we as educators take a new look at his phase 
of music education in the schools.(99:20) 
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As early as 1926, Davison stated that the worthwhile 
products of music education are a love for the best music, a 
will to participate in it, and the development of taste--all 
three are of infinitely greater educational importance than 
mere technical proficiency.(l8:49) Specialized performance 
groups should be outgrowths of basic music experiences for 
all students, according to these recommendations. In short, 
the balance between education and entertainment· should be· 
judiciously ascertained. 
The problems inherent in the above antithesis are 
basically these: Can one be interested in the development-of 
both superior performing groups and good mass education? Can 
music educators meet the needs of the average student, as 
well as demand high standards of music for performance? Can 
we justify the music program qn the basi.s that the lower 
division classes are primarily for the purpose of screening 
for talent, and the upper division classes are primarily to 
rehearse and present programs to the public? 
When the music educator formulates his philosophy to 
adequately answer these questions, one may also find the 
latent reason for the apparent lack of carry~over from school-
music to adult life. Another issue, which must be determined 
by philosophic inquiry, involves music 1 s relation to the 
other subjects ·in the curriculum. 
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Departmentalization and Integration 
The music educator is constantly reminded of the 
place of music in the total curriculum. His relation with 
the school staff, with the school philosophy, with the admin-
istrator, and even the community are often brought to task. 
While music educators claim that music assists in developing 
an integrated person, is this concept in reality accepted as 
truth? Ernst poses the question as follows: 
Are students in.our classes better integrated than 
those who are not? To put it more personally, are we as 
music teachers well integrated persons? Even though the 
statement is not fair, too many school administrators 
still ask, taren•t there any music teachers who can get 
along with the rest of my staff? 1 As a professional 
group we are on the spot, and we need to go the second 
mile in our relationship .with others.(l21:19) 
Since the theory of systemized logic took roo.t, music 
has been undergoing radical changes in basic relationships. 
The experience teaching techniques of Dewey have opened great 
possibilities for wide and varied richness in music integra-
tion, correlation, and compartmentalization. Perham, in 1937, 
(66) made one of the earliest contributions expounding the 
role of the new music consultant or counselor, and through 
the efforts of many contributors to this pragmatic philosophy 
of music education, limitless possibilities for going the 
second mile in our relations with others have been made pos-
sible. The question here is--are music educators ready, and 
indeed prepared, to accept such responsibility? Hartshorn 
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feels that the departmentalized organization of the tradi-
tional school can no longer serve the contemporary situation 
adequately at any level: 
Music has significant potentialities for the enrich-
ment of learning in a variety of subject fields. The 
use of music in relation to other subject fields is 
desirable and of real value at all grade levels from the 
Kindergarten through college. The music educator must 
not neglect his responsibility to serve the total educa-
tional program in this way. In this type of situation 
the music that is used is rightfully subordinate to the 
other fields it serves, for the educator will draw upon 
the art of music in terms of the needs of non .... musical 
areas of study,(l28:26) 
Broudy points out that some music teachers ~esent 
compartmentalization on the basis that it dilutes the integ-
rity of music as an art: 
Music educators may find themselves rubbing elbows 
with teachers of the other arts and of other subjects in 
the school curriculum. Some teachers are averse to mix-
ing up painting, music, and the social studies in one 
grand project that has everyone busy in every educa-
tional direction. In contrast, some educators are 
unhappy about compartmentalization of any kind. Bound-
aries are to them challenges to integration that must be 
met at all costs.(lll:29) 
Broudy also regards subject rivalry as ttpathological 
specialism": 
For example, in schools where the curriculum is organ-
ized along the familiar subject matter design, one finds 
intense devotion of history teachers to history, science 
-teachers to science, etc. In short, each specialist 
fights valiantly for time in the curriculum, money for 
personnel, space, and equipment, and regards every other 
subject of instruction as a rival-~and not always a 
wholly ethical one--for the limited resources of the 
school system. This can also happen within one teaching 
field if it is made up of specialities. In music educa-
tion one would suppose that teachers of voice, 
instruments, harmony, choral groups, appreciation 
courses, etc., might furnish a comparable situation. 
(111:28) 
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How to avoid this diseased state of specialization is 
difficult to ascertain except through self-measurement: 
In·other words, he must be convinced that his own 
worth and the worth of his specialty are not measured in 
terms of time, money, and personnel alone; not even by 
the size of the letters in Which his name appears on the 
program. Further, he must achieve a life in which he 
himself is more than his specialty, however much he 
devotes himself to it. This transformation, however, 
calls for a search into matters, including his own soul. 
In short, it calls for philosophic inquiry.(lll:29) 
The music educator's desire to preserve the integrity 
of the musical art, in a multi-faceted program of contempo-
rary general education, may be traced to the isolationist-
contextualist duality. While the goals.and objectives of 
general education tend to stimulate contextualist ends, the 
music educator feels that the intrinsic values of music may 
assume a precarious secondary level of importance. Conflict-
ing philosophical theories, concerned with the funct~on of 
music in general education, have accomplished little by way 
of clarification. The discussion below will elaborate on the 
argumentation. 
Intrinsic_ and ~~~~l:.!!~_ic Value~ 
MacMurray asserts that to justify music in the curri-
culum because of its contribution to health, citizenship, and 
the like, is to conceive of music as an instrument for the 
realization of non-musical values.(l74:30-6l) School music 
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has, on the other hand, been criticized by administrators as 
well as music educators who state that, if music is to serve 
greater numbers of students, musia as a social force must· 
become a significant factor.(l21:17) The dilemma involves 
one group which criticizes the teaching of music solely as an 
art, and the other, which criticizes music education as exist-
ing exclusively for the social and recreational aspects of 
music, and neglecting its role as an art. While a substan-
tial philosophy of education must provide.for a synthesis of 
both points of view, many music educators have apparently 
failed to reconcile the two. 
It is stated in the Bulleti~ of ~h~ ~~ti£nal Associ-
ation of Secondar;y_~School PriE-Eipals that: 
The content of the music courses should lead to good 
citizenship in making a pupil conscious of the spiritual 
and moral values which are inherent in the music which 
he learns. The pupil performs and hears music of vari-
ous historical periods, various Nations and Cultures. 
He learns music as relates to life today. Music, a 
language of moods and emotions, must contribute to good 
citizenship if music is taught as a part of life and an 
expression of living itself.(94:8) 
The Platonic overtones are evident. Just what is 
meant by 11good citizenship," musically speaking? Are "spirit-
ual and moral values•• inherent in music, or culturally 
imposed through a conditioning of society'? Is music "a· lan-
guage of moods and emotions," of tone and time, or is music a 
language at all1 Certainly the semantic difficulties in 
"authoritative" statements such as the above tend to mislead 
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and confuse the meaning of music and the function of music 
education, not to mention the obvious philosophical and aes~ 
thetic entanglements. Other assertions on the purposes of 
music education present comparable difficulties in interpre-
tat ion. 
Murphy, in discussing the duality of music as both a 
public and a private art, feels that both the unique personal 
values of music, as well as the more obvious ones should be 
promoted by education. According to Murphy, music has an 
important function in general.education, because "it clari-
fies and enriches our emotional life, satisfies our need for 
beauty and, through its communicative power, promotes under.;.. 
standing and good will. 11 (96:19) Music functions, then, not 
only for recreational or utilitarian purposes, but also for 
aesthetic reasons which tend to enrich the human spirit. 
The social, recreational, or so called instrumental 
values of music have been asserted by music educators in 
defense of music as an essential. area of mants education. 
Good posture, citizenship, good health habits, proper group 
decorum, sound leisure time experiences, therapeutic values 
of music, good study habits--all these are worthy activities 
and experiences, but are they truly stimulated and generated 
by music study1(48:96-98) The worthy use of leisure time has 
its social merits according to Baird: 
Even scientists have and need leisure time. Skills 
in creative and recreational arts can lead to 
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participation in activities that help in accomplishing 
social adjustment, emotional stability, drive toward 
accomplishment, and enriched living not only in the 
future but during the time when the individual is attend-
ing school. The Russians are aware of this, too, and 
forty~five percent of the units in their science major 
are allocated to the humanities.(l06:70) 
_ These symptoms seem to be manifested in the effort of 
music educators to locate their specific work within the 
framework of general education. As such, the issue of intrin-
sic and extrinsic values is fundamental to all others •. The 
-
question of serious or popular music, of skills or creai:;ivity, 
of specialization or general music, of aesthetics and subject 
matter, are all inherently involved in the problem of the 
artistic or social ends of music education. 
Waldrop states that if our cultural heritage is to 
live, it must be kept alive in the schools. Her theory for 
music as an art pleads: 
Let's not sell children short. Expose them to the 
best music, teach them to read it, and they will ttake 
it from there' ••• their turbulent lives need the 
steadying influence of great music. (164:16) 
Here the argument may center about the term ttgreat 11 
and its qualifications. Bode, in describing the educational 
psychologies of behaviorism, claimed that, according to these 
psychologies, the good or great is determined by conditioning: 
Certain forms of art or literature are labelled 
'great, 1 and certain social institutions and customs, 
such as property, monogamy, truth telling, etc., are 
held to be desirable and perhaps even sacred, for no 
better reason than we were conditioned from early child~ 
hood to this end.(9:225) 
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The pragmatic theory pleads with music education to 
increase the power to understand things in terms of the use 
made of them. On the other hand, the cry that "children 
should not only be taught to do something, but to be some-
thing," is distinctly heard.(l5:292) 
Leo~ard and House, in attempting to determlne the 
value of different kinds of music, proceed to regard music in 
terms of both the good and the gre~t. The factors which 
determine the good from the great are sensual as well as 
intellectual, and are to be considered in the evaluative 
terms of melody, rhythm, harmony, and form,(48:89-96) 
'Vhether or not this reasoning is valid, or whether or not 
music is unique in performing the task of bringing nbeauty" 
to mankind, are questions which involve philosophic investi-
gation and aesthetic inquiries. Blowers, for instance, feels 
that "music must be given to child:ren. because seldom else-
where in the curriculum is found anything that brings beauty 
to them. 11 (110:42) Is such a value unique to music? Is the 
m~sical good imbedded in the object or in the individual 
interpretation? Is this good available to all students--the 
musically endowed as well as the "unmusical?" Surely an aes-
thetic need is implied here, but the argument suffers from 
dogmatic misinterpretation of the aesthetic function of music 
· in relation to other facets of general education. In addi-
tion, there is much to be said concerning the musical 
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ttbeautyn of a beginning violin class, or an elementary school 
band. 
What analysis can the music educator make from these 
presentations of ideas of the good? Is balance, or compro-
mise a worthy solution in the case of this antithesis, or 
does music sell itself short by accepting a middle of the 
road plan? The doctrine of evolution has familiarized man 
with the notion that life is a process of continuous adjust-
ment. If this philosophy is accepted, then it becomes neces~ 
sary to adjust music education to the contemporary pattern. 
The Herbartian steps makes indoctrination the normal aim of 
teaching. If this philosophy is valid, then the task of the 
music educator is one of the spooning the 11good 11 into the 
limitless bowl of facts and concepts. 
The contemporary educational scene is.brimful with 
problems which pertain particularly to an age of technology. 
The old arguments have been reasserted by contemporary philo-
sophers in the hopes of meeting the challenges of the future. 
As for music education, perhaps never before in the brief 
history of school music in the United States has th~ need for 
clarification of fundamental issues been so great. _The pro~ 
fession may well ponder over the question of whether music 
education will indeed survive in the curriculum of.the future. 
The constant need for the reaffirmation of basic_beliefs, for 
the defense of music education in the curriculum, and for the 
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values of music per se, have caused the profession to grow 
and gain impetus. At the same time, the fact that it still 
becomes necessary to defend, to elucidate, to promote, and to 
11 sell, 11 indicates the absence of a sound philosophy which can 
be readily understood and acknowledged by general educators. 
Classroom Teacher and ~pecial Music Teacher 
Another pressing problem facing music education today 
involves the kind and amount of preparation elementary teach-
ers receive in music during the pre-service and in-service 
periods. Since elementary school music provides the founda-
tion for the entire music education program in the public 
schools, it follows that adequate structural roots should be 
implanted at this level. The burden of music instruction in 
~he elementary schools has fallen heavily on the classroom 
teacher, who, by nature of her responsibility must be made 
musically secure. Some classroom teachers have completed one 
or two required music courses, some have elected additional . 
enrichment courses, while others have matriculated from col-
leges where music education courses are not required and, in 
many cases, not even offered. In too many states, the class~ 
room teacher is not required to have completed music courses 
for teacher certification, resulting in an additional problem 
for the music supervisor in meeting the musical needs of 
classroom teachers with vastly differing backgrounds.(97) In 
order to focus properly on the contemporary viewpoints and 
~ 
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basic issues, a brief historical review of the role of ~he 
classroom teacher in music education is necessary. 
The status of the classroom teacher in music became 
of prime concern to music educators during the period follow-
ing the Civil War. From 1838 to 1878, music teaching was 
solely in the hands of special musiC' teachers.(8:113) For 
I 
reasons largely of an economical nature, due to the rapid 
growth of schools and the consequent need for music teachers, 
some school systems, notably Cleveland, under the music 
supervision of Stewart, began circa 1880 to place the teach~ 
ing of music in the hands of the grade teachers. Necessary 
instruction was provided to these classroom teachers by class 
visitation, Saturday teacher 1s meetings, and later, instrue-
tional guides.(91:290-292) Alth®ugh each teacher·was respon~ 
sible for her own class music instruction, the lack of con~ 
fidence and musicianship was apparent: 
For the most part· grade teachers did not feel it part 
of their duties to give music lessons, and this remained 
the general attitude toward music until the normal 
schools began to include that subject in the curriculum, 
and it was persuasively shown by an increasing number of 
supervisors that music could be taught one step at a 
time like other subjects.(8:98) . 
During the twenty~five year interval begi~ing about 
1885, music was placed heavily as a responsibility of the 
grade teacher. Although in many cities "excellent results 
were achieved through the cooperation of the grade teachers," 
(8:108) it still had to be proved that music was a subjeet 
which could be taught by non-specialized music teachers. 
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Recognizing the need for preparing music supervisors, 
Holt established a school at Lexington for this purpose as 
early as 1884. Trends in this gener~l direction continued, 
so that, by the end of the century, nearly all state normal 
schools were offering musical preparation for grade teachers, 
and when the college status occured, the supervisory programs 
were added. At the Minneapolis meeting of the Music Teachers' 
National Association, Tapper and Dann read papers dealing 
with the unsatisfactory status of music in the public schools 
orTing to the poor preparation of supervisors and grade teach-
ers. Tapper headed a committee, in 1905, which.reported as 
to the musical requirements of grade teachers, but .it was not 
until the 1925 meeting that a tangible result occurred •. The 
Research Council at this Kansas City meeting presented a 
report which suggested some definite standards for the pre-
paration of grade teachers.(91:290~292) 
In the second quarter of the twentieth century, the 
conflicts of opinion as to the adequacy of preparation and 
the effectiveness of the classroom teacher in music remained. 
Trends seemed to indicate increased rather than limited musi~ 
cal responsibilities for the classroom teacher. The depres~ 
sion. resul_ted in the elimination of many music specialists, 
while the second World War delayed the reappointment of music 
specialists in large numbers: 
During the postwar period the budgetary shock of 
immediate needs for construction and expansion of the 
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regular teaching staff precluded hiring the specialist 
personnel required in many areas of the program.(25:14) 
The situation had reached a crucial stage, and even 
where specialists were available, the teaching time they 
could afford was limited. The burden of elementary music 
teaching had indeed fallen heavily on the classroom teacher, 
while the role of the music specialist had gradually taken on 
aspects of consultation or counselling. Thus, the problems 
of the classroom teacher in music were recognized and ration-
alized by both music and general educators. The conflict 
continued especially in the area of teacher music preparation 
and certification. In 1934, Mayne stated that nunfortunately 
at the present day, music is not a compulsory qualification 
for all students who are preparing for the teaching- prores~ 
sion." (52:56) The situation is. still evident at the present 
time. If the certification laws do not require certain stand-
ards of music preparation, it would be entirely possible for 
teachers with little or no college music to undertake the 
teaching of music in public school classrooms. Certainly 
this is a flagrant violation of the basic democratic educa-
tional principle of equality of opportunity. 
Just how does the music educator react to these 
trends and situations1 The feelings are apparently of mixed 
emotions. Some music educators have rued the day when the 
classroom teacher first assumed the role of music educator; 
others more practical in philosophy, and more sympathetic to 
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change have accepted the situation as inevitable and have 
indicated their,willingness to assist; while still others 
have regarded the role of the classroom teacher as indispens-
able and vital to a modern philosophy of education. 
A review of the literature shows that music educators 
have expressed themselves freely on the issue of the self-
contained classroom. In 1923, Dykema and Cundiff stated that 
11 the success of any plan of public school music lies largely 
with the grade teacher, 11 (22:7) while Davison, in 1926, faced 
the problem of unmusical grade teachers who can 11 sing very 
little 11 and who 11resent the added labor involved in learning 
so many pieces of music, 11 by stating further: 
We assign to kindergartners and grade school teachers, 
many of whom are unfitted for such work, the duty of 
establishing the fundamentals of musical knowledge and 
taste, which of all the tasks of music education is the 
most crucial.(l8:43) · 
In support for the musical preparation of grade, 
teachers, McEachern, in 1927, stated in an address befo~e the 
Music Supervisors Nat1:onal Confer~~ three significant, 
points: 
1. The grade teacher is a determining factor in 
bringing about the democracy of music. • •• While it 
is important that we prepare our grade teachers to_ 
intelligently work under supervision, l believe that it 
is vastly more important that we equip them to put over 
a music program independent of the music specialist. 
School music will reach the heights which are attainable 
only when every grade teacher who attempts to teach 
music is actually prepared to do so. 
2. The grade teacher is sometimes a better pedagogue 
than the music specialist because she is essentially a 
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teacher. Given adequate training, the grade teacher 
often produces musical results which compare favorably 
·vri th those of her more talented sister. 
3. The grade teacher occupies a strategic position 
in the musical education of the child because she is 
largely responsible for determining his attitude toward 
music. The first music contact which a child makes when 
he comes to school is usually with the grade teacher and 
not with the music specialist. So the grade teacher has 
it within her power to make musiC a thing of beauty or 
just the reverse. ( 95: 310) 
And in 1931 ,. Mursell and Glenn rationalized the. prob-
lem as follows: 
The task of teaching a difficult song to a grade 
school group is no job for an unmusical person. The 
unmusical must stick to a song of a technical type, 
notational problem, or drill opportune . . . so simple 
he can't go wrong ••• the class is receiving a routine 
type of experience unless the supervisor is able to sup-
ply the musical deficiency. In the absence of ad~quate 
teacher training background, the textbook material must 
help the musically uneducated teacher to grow.(61:101) 
Others have supported the classroom teacher as the 
key person in the integrated program. Perham, for example, 
considered the grade teacherrs work as indispensable; her 
encouragement and interest as necessary; and her many talents 
readily utilized if and when the music program is rich and 
varied. (66:37) 
Publications from 1940 to 1961 indicate that the 
argumentation has not ceased. McLellan believes that the 
achievements of the past half century in music education may 
be· attributed in large measure to the status of the classroom 
teacher, but greater progress can be realized nwhen nearly 
all teachers in the elementary schools instead of a very few 
are trained to teach classroom. music.u(l44:19) The taxl.ng 
demands for such preparation were still in .the process of 
clarification when Meyers wrote in 1950: 
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The elementary classroom teacher should ·have the 
ability to sing artistically~ to read music, to record 
music, to teach, to select materials, and to play the 
piano or some other instrument.(54:184) 
By 1951, Mursell had embraced a somewhat modified 
philosophy which stated in part that a fine musical tra~ning 
was not wholly the answer to effective teaching in the ele-
mentary schoolD Addressing the classroom teacher he said: 
You may feel that you cannot do the complicated 
things, the technical things, that are recommended in 
numerous courses of study in music. All you can do is 
to have children enjoy music, experience its refre~h­
ment, fulfill themselves through its use, find and. 
reveal themselves by means of it. All you can do in 
effect, are simpler things. Well, the simple things 
are the right things, the important things, the vital 
things. And these are within your own capacity.(59:58) 
This outlook was elaborated upon by Mursell in a 1956 
publication in which he expressed the changing place of music 
in line with the changing educational scheme. Here he fully 
accepted the classroom teacher as an essential part of ele-
mentary music education, in the manner that Perham outl+ned 
her role in the developmental program. Feeling that the 
classroom teacher ~ make a simple but valuable contribution 
he stated: 
The classroom teacher who does not feel able to set 
up music lessons in the conventional sense, need not 
feel inferior, or self~distrustful, or discouraged. 
Indeed, her contribution is even essential; for witho~t 
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the classroom teacher it is impossible to have the range 
of learning experiences required for the effective pro-
motion of musical growth.(60:ll2) 
So that the historical trend shows, at this point, a 
change in the status of the classroom teacher and music edu-
cation from practical needs, to economic considerations, and 
now to essential musical contribution. Many music educators 
in accepting the new role of the classroom music .teacher pro-
ceeded in the direction of Perham, to discuss the problem 
from the role of the music specialist. The general consensus 
maintains that if classroom teachers are going to do a decent 
job with music they are going to need all the help that the 
profession and the music educator can offer. Although a host 
of literature has been published as an aid toward the imple-
mentation of the above idea, there have been startling 
changes aimed towards the resolution of the conflict to this 
day. On the contrary, recent emphases on- 11 crisis 11 education, 
which affect music education in general, have enhanced the 
problem by curtailing what little music preparation has been 
available until now. 
11 In spite of one or two college courses in music edu-
cation," according to Andrews and Oockerville, 11 there will 
always be classroom teachers who feel lost when it comes to 
music. 11 (3:31) And Chauncey states that ttthe present plan 11 in 
which the specialist works on a consulting basis ttis a second 
rate substitute for effective music teaching. 11 {114:46) Music 
I 
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educators are unrealisti~ in assuming that classroom teashers 
without years of specialized training or without native apti~ 
tude should be able to do well in tea8hing m~is. Arsc0rd~ng 
to ChaunGeyj the spe8ialist should not sell short his program 
to administration, or compromise ·becsause of lacsk of funds. 
The real contact exists between the Ghildren and the spesial-
ist. Pierce reviewed the general potential musical barskground 
of classroom teachers through college level, and Goncluded 
that those who have had neither the opportunity nor the 
desire to develop musisal skills at any level are unable to 
tearsh at any level with satis-faction .. (67:11) Sush a ~on­
elusion supports an earlier outlook by Landectk,. wl::l,o in 
ap:proashing the problem from the direction of musisal stand-
ards, stated: 
It sannot be denied that standards have been relaxed 
in order to encourage teachers of younger children to 
participate in-musirs ..... Everyone ean learn to sing 
.... you too can learn to play.(l37:54) 
More recent opinions reflect growing anxieties toward 
possible solutions. Burnsworth questions why professional 
music educators: continue to eondone the inadequate status of 
the self..;..contained classroom when 11history and research dis-
pute this position. 11 (112:41) 
Perhaps the answer lies in the music educatorrs son-
servative or complacent attitude, in his traditional aversion 
to change, in his neglect for philosophiaal inquiry, in his 
fallacious insight into the function of music education, and 
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hence, in his inability to perceive of music as an aesthetic 
experience. Who can deny the growth and maturation of the 
music education profession, in expanding programs, in soaia.l 
eonsiderations, in broadened philosophical aoncepts, and in 
more vigorous music teao4er preparation? Would the physician 
deliberately delegate the treatment of a sensitive pati~nt to 
one who had studied only first aid1 The analogy is not too 
distant, for the task of music education c~ no longer be. 
regarded as the cultivation of note~reading, as the acquire-
ment of isolated skills, as the indulgement in refreshing 
experiences, or as the means to pur~ sens~ous enjoyment~ The 
function of music education is not to be found within a text-
book geared for the elas sroom teaoher 1 s use, nor :for that 
matter in any one textbook. Rather it is to be found in the 
philosophical ideas which interpenetrate the relationshi-ps of 
the teacher, the student, .the ~u~ic, and the society--in 
short, the aesthetic fulfillment. Just as the physician is 
not to be regarded as a dispenser of pills, so the music edu-
cator must guard against a watering-down of his pro:fess~onal 
'" 
functiono While the former treats the physical well-being, 
the latter treats the aesthetic. 
Can Mursell's developmental program of awareness, 
insight, discrimination, initiative, and skills be handled 
adequately with the amount of preparation allotted to the 
classroom tea0her? Certainly the musicianship necessary. for 
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a program of this nature call~ for more than 11 the simple 
things. 11 If and when the aesthetic function of music is c.J..ar-
ified for education, the solution to the problem of the.class-
room teacher and the special teacher will be more at hand. 
Since all four problems, in this section are closely 
related to, and affected by cultural change, what of the 
implications for the future1 Factors such as building booms, 
increasing population, more. housing, more schools, and 
enlarged and expanding educational facilities will decidedly 
have an affect on the future status and program of music edu-
cation. Beattie projects the idea that some trends in 1975 
will indi.cate the following: 
1. More competency will be necessary for teachers. 
2 o More teaching will be done by the room. teacher--
the music specialist will teach on closed cir-
cuit television. 
3. The music lesson will place less emphasis_on 
skills arid more on social aspects of educ~tion-. 
4. Folk music will be used for the greater under~ 
standing of other people in an age when means 
of travel and communication have reduced great 
distances to a matter of a few hours • 
. 5. Music will have a greater role in the use of new-
found leisure. 
6. New and improved instruments will be developed. 
(109:11) 
143 
Many of these concepts were previously considered by 
Pitts, as she viewed the changing curriculum: 
In the history of the development of musical thought, 
mass needs have usually acted as broadening forces. 
They have tended to liberate and visualize both the 
forms and functions of music. Present conditions sug-
gest that music stands a Ghance to fulfill one of its 
most important functions by meeting, if only partially, 
some of the creative needs of millions of people.(68:15) 
The major funetion of musie in developing an indige-
nous musical culture, embodied in stronger faith in the demo-
cratic ideal, and contributing to wholesome personalities and 
social effectiveness, is apparent in ~he pragmatie philoso-
phies of such leaders as Pitts, Perham, and Mursell. Indeed, 
if music is to achieve such worthy aims in the future, what 
of the role of the teacher? Not only must the music edueator 
be a better integrated personality, supported with high musi-
cal ideals, skills, embodied a worthy philosophy, but his 
att~tude towards his profession must be steadfast and sup-
porting. Extreme views inviting even greater conflicts in 
specialization must be examined philosophically. Kendelrs 
position, ·for example, invites criticism and philol'\ophical· 
substantiation: 
The time has eome when m~sic must cease being the 
vermiform appendix of the curriculum and stand squarely 
upon its own feet as an integral and essential part of 
the program of education. . • • It is high time that 
music educators step boldly and confidently forth and 
declare the glad tidings that the day is at hand when 
music may serve as the hub of the wheel about which 
other subject matter revolves as spokes in an integrated 
program. ( 93:20) 
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But the time has. indeed arrived when the nebulous 
sloganized concept of music for all must either be imple~ 
mented or discarded,(l68:74) when provision must be made for 
the masses to receive 11 enough acquaintance with music through 
performance and listening so that music will be a vital fac-
tor in their lives. 11 (23:105) 
The need for a more substantial philosophy of music 
education for both the music teacher and the profession, fo~ 
both the child and society, for both American culture and 
world cui ture is paramount. The many issues which face music 
education may be resolved in a philosophy which i'lould be ori-
ented to both musical and cultural realities. Neglect for 
either would result in philoso~ical confusion. The search 
for the good ~an no longer be regarded as simply a problem of 
duality in contemporary society. The recent project of the 
American Life Commission Program indicates that the develop-
ment of basic concepts must be interdisciplinary in nature. 
Philosophy, aesthetics, psychology, sociology, economics, 
politics, anthropology~-all these must be considered as broad-
ening forces which tend to give meaning, direction, and pur~ 
pose to music education. However, for the music educator, 
the aesthetic discipline must provide the fundamental logical 
framework, the generating source of artistic inquiry, and the 
theoretical basis upon which rests the validity of the 
11 beauty 11 of music for mankind, and consequently, the need for 
music education. 
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The problems of music education are largely problems 
of aesthetic understandings which, in turn, depend upon philo-
sophic contemplation. The value of such contemplation is not 
to be conceived on a purely utilitarian basis, but through 
the personal effects upon the lives of those who, stimulated 
by the search for the good of the mind, ean be persuaded that 
the study of philosophy and aesthetics is not a waste of time. 
While many of the answers suggested by philosophy are not 
demonstrably true, nor dependent upon a storehouse of defi~ 
·nitely ascertainable knowledge, the unique value of philoso-
phy lies in its very uncertainty: 
Philosophy .•• is able to suggest ~any pos~ibili­
ties which enlarge our thoughts and free us from the 
tyranny of custom. Thus, while diminishing our feeling 
of certainty as to what things are, it greatly increases 
our knowledge as to what they may be; it removes the 
somewhat arrogant dogmatism of those who have never 
travelled into the region of liberating doubt, and it 
keeps alive our sense of wonder·by showing familiar 
things in an unfamiliar aspect.(77:157) 
Hence, personal or private interests dependent upon 
habit, desire, or self-interest may distort the intellectual 
freedom needed in an impartial philosophical desire for truth. 
Philosophy, then, aids the individual and the group by study-
ing quest+ona which enlarge the coneeption of the possible, 
enrieh intellectual imagination, diminish dogmatic assuran~e 
which inhibits speculation, and provide for contemplation of 
union with the universe.(77:161) The particular value of 
aesthetie inquiry for the music educator is both personal and 
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professional~ since he is in the unique position of influenc-
ing and communicating with others, through the medium of 
music. And, since aesthetics attempts to explain the nature 
and meaning of music, the value criteria by which musical 
judgments are made, the essence of the aesthetic-experience, 
and the philosophical conflicts located therein, s~ch inquiry 
is a necessary prerequisite for an aesthetically~oriented 
program of music education. The reliance on personal pres-
tige, on musical skills, on professionalism in performance,-
on overspecialization, on entertainment factors, and on selec-
tive education are all outgrowths of deficiencies in aesthe-
tic understandings, in philosophical inquiries, and as such, 
tend to support musical snobbishness. 
A logical understanding of the functions ot mus~cal 
aesthetics in education may not solve all the complex prob-
lems of contemporary education--resources from other disci-
plines surely would be needed--but it would tend to lay bare 
and to balance a vast body of knowledge and ideas which have 
been severely neglected by music educators. If aesthetic 
intelligence for the masses is a desirable outcome of music 
education, does it not follow that the music educator himself 
should be endowed, in a like manner1 Is it not paradoxical 
then, for many educators to support aesthetic docte,ines in 
bold statements of philosophy, and in explanations of musical 
functions to others, when their own aesthetic understandings 
are largely insufficient, dogmatically inclined, or non~ 
existent? 
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The antithetical issues presented in this section all 
illustrate an apparent disregard for the aesthetic implica-
tions in music education. Other practical issues which 
invite philosophical inquiry include the problem of the pre~ 
paration of music teachers, the marching band, required music 
in high school, standards of musical literature, for both 
performing and listening, pedagogical techniques in teaching 
for nappreciation,n the role of music in contemporary educa...:.. 
tion, educational obligations toward new and experimental 
music, and the function of music education in breeching the 
gap between school and community. 
However, it must not be assumed that all music educa-
tors have neglected aesthetic considerations. On the con~ 
trary, the concern for solutions to mounting problems, and 
for redefinition of the educational functions of music has 
stimulated a hopeful, positive effort for aesthetically ori-
ented concepts of music in education. 
III. NEED FOR AESTHETIC EMPHASIS 
The research literature shows that many music educa-
tors, who attempt to project a philosophy, appear to indicate 
a strong leaning towards aesthetics. Sunderman states spe-
cifically: 
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If hatred can be instilled in.young children, it is 
also possible to arouse appreciation for the beautiful. 
Eagerness in learning is dependent upon ability and 
opportunity. The passion for teaching the child rather 
than children must become the paramount objective of the 
twentieth centuryo(l59:38) 
According to Lubera, the important functions of music 
involve aesthetics and beauty. 11Music, tt says Lubera, 11 is a 
potent shaper of the quality of life and of personality." 
(96:13) The psychological purpose of music education should 
then be to animate human behavior in the maintenance of high 
aesthetic standards. 
Again, one cannot fail to draw parallels with Plato~ 
nic theory. Beattie substantiates the above idea when he 
states that the 11 chief aim of all our music must be to minis-
ter to the soul, lift the spirit. Let it failin that and it 
will find no la"sting place in education.n(l09:11) Hanson 
envisions the aesthetic role of music in thiJi age of science: 
We must remember that the greatest contribution of 
the musician is music. Music for fun, music for recrea-
tion, is important. Music for dancing is important. 
Music for football games is important. But all of these 
vary greatly in importance. 
Music • . • like philosophy _and like religion in 
their noblest moments, offers spiritual sustenance which 
the world greatly needs in this era of automation. • • • 
We have said often enough that the great purpose of edu~ 
cation is the search for truth • • • the greatest pur-
pose of education is the search for truth and beauty--
and who may say which is more important? For the search 
for beauty is the search for-God.(l26:77) 
Hanson then proposes a kind of ncentripetalu ph;tloso-
phy of music education which would have meaning and signifi-
cance in the philosophy of James. The arts could 11 contribute 
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not only toward the wider openness of mind,n to which James 
referred, but especially, "toward the greater sensitivity of 
the human spirit, through the greater perceptivity of the 
eyes and ears as well as of the mind .. ll(l25:23) This philoso-
phy cannot be approached by 11 force...;.feeding the arts into the 
reluctant student, 11 nor are the arts understood aesthetically 
"when handled with gloved hands and forceps, and viewed under 
a microscope. 11 (125:23) Active participation, according to 
Hanson, is becoming gradually the means for the understanding 
of the arts. 
Hartshorn also argues against the use of non~musical 
factors in determining the musical experiences of students: 
Any program of music in general education which pur-
ports to serve the musical needs of all students will go 
far beyond the use of music in relation to other subject 
fields, and Will provide opportunities for students in 
which the aesthetic quality of the music involved is the 
p~amount consideration. All students have a right to a 
musical experience in which the choice of music to be 
used is determined in terms of the aesthetic quality of 
this experience rather than its possible correlation 
with some other field.(l28:26) 
Wegener fashioned what he called an "organic philoso-
phy 11 which is gestalt in nature, but aesthetic in function. 
Aesthetics in this philosophy is delineated as one of man 1 s 
ten basic functions: Intellectual, Moral, Spiritual, Social, 
Economic, Political, Physical, Domestic, Aesthetic, and 
Recreational: 
These functions are the common denominators of all 
human beingst analogous to the organs of the human body. 
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They are in a sense separate, yet all contribute in 
their structures and functions to the self~determination 
of the whole person. Fundamentally these are the func-
tions of all men as meg to a notable degree.(l65:8) 
The case for aesthetics is upheld by Horn, who also 
considers the general music class as an appropriate course to 
achieve the objectives of general education: 
Art and music deserve a place in the general educa-
tion ot everyone because they bring joy and beauty and a 
deeper understanding of the problems of human existence 
to the individual who knows and appreciates them.(l29:27) 
Herein may well lie the key to the future of music 
education, for as Austin states: 
Every child can learn music even though not all will 
learn to read music or need to; but if large numbers of 
our young people are still leaving schools disliking 
music or never having experienced music, it is the fault 
of unimaginative teachers and administrators, and not of 
the pupils.(l04;26) 
Music played an important role in the philosophies of 
Plato, Pestalozzi, Froebel, Luther, and Aristotle. While 
Dewey stated that 11drawing and music, or the graphic and 
auditory arts, represent the culaination, the idealization, 
the highest point of refinement of all the work carried on,u 
(21:77) some have unduly criticizedDewey 1 s educational phi-
losophy on the grounds that he "accentuated intellectualized, 
instrumental learning to the neglect of the body~feeling 
aspects an~ the aesthetic factors. 11 (165:8) These two cqn~ 
cepts are not mutually exclusive, since a neglect of either 
would result in an unfortunate state of educational theory 
and practice. According to Wegener: 
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It is essential that we make ample provision for the 
various meanings of aesthetics in the aesthetic educa-
tion of the young. Aestheti®s means that man must feel 
as well as think; he must create as well as disoover or 
learn. With Plato we may well say that it is our aim to 
make the young love the good and the beautiful and to 
despise the evil and the ugly. We must then ®Ultivate 
the feelings of the child, his sensitivity to the world 
of oolor, form, sound, ~motion, and even of spiritual 
empathies-~just as intellectually we must make him cog-
nizant of language, symbol, and abstraet tools and <Son-
cepts of thought.(l65:8) 
In reconciling the relations of the aesthetic and 
intellectual functions of man and in education, ~specially as 
these relate to Darwinian philosophy, Eby and ArrowoGd indi~ 
cate that it was Plato who stated: 
••• it was music that brought order and control 
into human experience in the evolution of the raee, and 
in this way prepared for the functioning of;the rational 
faculty. • •• By music, man has become the dance-mate 
of the gods and is introduced to the higher levels of 
existence, participating in the orderly life and @rea-
tive activities of the divine nature. This is one of 
the most constructive conceptions in the theory of human 
evolution.(24:269) 
The issue of whether a work of art is obliged to pro-
vide anything- more than aestheti@ enjoy:g1ent has been in per-
petual eontroversy. While Plato, Aristotle and their philo-
sophical descendants argued that music should arouse noble 
thoughts and passions, Pestalozzi considered music for the 
sake of emotional and moral training, and Spenser regarded 
the mathematical nature of music as indicative of its scien-
tifis purity. The doctrines of formal discipline and fasulty 
psychology have advocated the drill and discipline of subjest 
matter, supported by the following instrumental reasoning: 
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A person who has exercised his memory on nonsense 
syllables will have a better memory for dealing with 
business affairs, a better memory for names and faces, a 
better memory for anything that calls for remembering. 
(9:89). 
This attitude tends to simplify education with 
respect to both curriculum and methods, but leaves little 
room for aesthetic functions. The theory of the Church holds 
that music, by putting the learner in an attitude of contem.;.... 
plation, discloses spiritual aesthetic truths: 
Our basic aim in education in the arts should be to 
develop people who will be sensitive to aesthetic values 
in every aspect of social living. • • • Our whole 
social inheritance includ~ng religion, sciences, art, 
literature, institutions, and industry is of value only 
to the extent that it is educative, and that it may be 
employed to develop a higher race of man and lead them 
closer to their final end whieh is the attainment of God. 
(156 :17). 
Koontz, in considering the role of musical aesthetics 
in general education, states: 
As teachers of the arts we often fail to realize that 
music, painting, sculpture, drama, and the dance are all 
authentic and valid statements of human experience. 
• • • One of our primary tasks is to develop the latent 
aesthetic sensibilities of our students to beauty in all 
its varied forms.(l34:20) 
According to Davison, the purposes of music education 
are largely Platonic, that is, the end of music should be the 
love of beauty. 11 The true educator is he who administers not 
to the wants, but to the--:r:J.ee§.s of men. 11 (18:187) But how shall 
the musical needs of man be determined without inviting the 
inherent danger of authoritarian and parochialist attitudes? 
Will the justification for certain ttneeded 11 practices in 
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music education spring from absolute values inherent in the 
object, from immutable formal laws, or from the need for the 
musical aesthetic experience, which would consider processea, 
ontologically, in terms of the individual student as a member 
of society? 
A study by McCorkle on the functional relation of the 
fine arts to education concludes with the following observa~ 
tion: 
1. The emotional reactions of one who enjoys music 
are not identical with those of the one who produces it. 
2. The fine arts, when included in the curriculum 
have been used too exclusively for the purpose of emo-
tional satisfaction. 
3. Teachers in general are unaware of the true sig-
nificance of the fine arts in the school program, while 
specialists in the field are too much concerned with the 
development of skills.(182:129) 
McCorkle states further; that the cultivation of aes-
thetic discrimination enhances appreciative pleasure in art. 
Emotional levels are also a matter of individual responses, 
"even though art as a whole may represent the emotional phase 
of evolving society as a whole. 11 (182:129) Hill, who studied 
a group of representative philosophies regarding the place of 
music in education, makes the following recommendations: 
1. Music educators must re-evaluate teaching with 
regard to its effect on humanity in general, rather .than 
on a select few. 
2. Establish and maintain standards of performance 
which will lead pupils to a fuller appreciation. 
3. The ethical qualities of music should be utilized 
to mold future citizenship on unity of thought .•• a 
common goal through•united effort. · 
4.. Form a philosophy of music education which leaves 
no question as to the wholesomeness of the study. 
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5. Allay the opinion existing among lay people that 
musicians consider themselves special priviledged per-
sons set apart from their attitudes of superiority in 
matters musical.(l81:132) 
While the third recommendation above leaves room for 
Platonic doubt, the remaining suggestions do support the 
assumption that musical aesthetic emphases are educationally 
necessary for purposes of pragmatic value judgments., social, 
humanistic values as well as intellectual development •. At 
this point.of philosophical inquiry, it becomes necessary to 
elaborate in a more detailed manner, the essential meanings, 
functions, levels, and standards of the aesthetic experience 
for music education~ 
There is general agreement that the aesthe:tic experi-
ence occurs as an interaction between subject and object, and 
that the subjective experience depends to a large extent on 
both the preparation of the subject to perceive the aesthetic, 
and the intrinsic value of the object to yield the. aesthetic .. 
It is in the cultivation of attitudes, of psychological sets, 
of experience with the aesthetic act through interaction with 
aesthetic objects that education makes its contribution. The 
fundamental task of music education then, is not only to nur,;.., 
ture the improvement of taste and discrimination, but also to 
develop the latent aesthetic reasons or criteria for such 
taste. It is in the belief that aesthetic stimulation is a 
necessary facet of life, that musical tastes can be developed 
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and improved, and that musical experience can and should be 
aesthetically oriented, that the educational functions of 
.. 
music should be conceived. Assuming that music ·education for 
the masses did not exist--would this put an end to civic 
instrumental and vocal organizations, or to aesthetic activ-
ity in general? Probably not, for such activities would be 
perpetuated ordinarily through the musical interests of civic 
and religious leaders with only minor practical drawbacks. 
For as Leonhard and House observe: 
If the music education program can have no result 
that would not take place in the ordinary course of 
events without music education, then it would have no 
reason for existence.(48:85) 
The need for music education today stems not from the 
cry for more and better choirs, bands, and orchestras, (one 
need only consider Harzunrs indication of the tightly-knit 
professional market) but, rather from an unprecedented need 
for musical understandings of the aesthetic good in music. 
Such aesthetic libertinism has been stimulated by changes in 
social, leisure, and economic life, which have made musical 
objects available to the masses in a variety of degrees,. The 
music educator may well view this situation with optimism for 
the possibility of music for everyone is now feasiple, and 
consequently, signifies a maturation point, for the function 
of music is now imbedded rightfully, in the need for aesthe-
tic education. But despite the contemporary availability of 
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mass musical communication a qualitative decline is. evident. 
It· .must be realized "that a casual contact with great art 
does not develop an art.::...conscious person. 11 (48:85) 
The problem of extending and broadening the horizons 
of the masses toward aesthetic musical understanding and sig.::... 
nificance remains largely in the province of education: 
The way to genuine appreciation of art is thru educa'""' 
tion. Not the violent simplification of art, but the 
training of the capacity for aesthetic judgement is the 
means by which the constant monopolizing of art by a 
small minority can be prevented. (31:959) 
Meaning of Aesthetics in Music Education 
The confusion between aesthetic attitudes and emow 
tional thrills, between the aesthetic experience and the ordi-
nary experience was treated in Chapter II. The need for phi..., 
losophical inquiry and for. aesthetic emphasis as a basic role 
of music education was stressed above. The discussion will 
now center about the implications of aesthetic meanings for 
music education. It is unfortunate, but understandable, in 
view of the findings in this study, that far too little of 
the literature treating aesthetic meanings, and functions, 
has been written by music educators. 
The confusion in aesthetic meaning probably begins 
with difficulties over the meanings of beauty, appreciation, 
and the desired philosophical good. Entanglements .also occur 
in distinguishing intellectual meanings from emotional mean~ 
ings, and logical from imaginative stresses. Because music 
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education is a practicing prof~ssion 1 which seeks primarily. 
to serve and to function for the musical benefits af others, 
it must derive a meaning of aesthetics from both the nature 
of the musical medium and the expressive social implication~. 
Hence, Apel t s meaning of musical aesthetics as ''the 
study of the relationship of music to the human senses and 
intellect 11 ( 4:24) becomes worthy both musically and education-
ally, for music education must function to assist others in 
becoming critically intelligent about the relationship of 
musical styles and forms, about phenomena of musical tone and 
time, about justifications for aesthetic values, and about 
the humanistic import of music in the aesthetic experience. 
Such an interpretation of the meaning of aesthetic~ is sup~ 
ported by Prall: 
Aesthetics is a branch of knowledge; but it is knowl-
edge of qualities in their immediacy and their immedi~ 
ately grasped relations, directly apprehended in sensu-
ous structures. It is made up of generalizations of 
data, as all knowledge is. But its aim is intimacy with 
immediate content at once sensuous and structu.al, readi.-. 
ness of grasp in this broad qualitative field.(71:30) 
••• Aesthetics itself is not a theory, not appreci-
ative aesthetic experience; but it is in large part a 
theory of the nature of the arts, and if it tells us 
anything at all, it is that such knowledge requires 
direct acquaintance, since its total subject matter is 
the qualitative nature of things as presented to us 
directly through our sensory-affective organic function-
ing. (71: 204) 
While all experience may be defined as either practi~ 
cal, that is, ordinary, or aesthetic, the line of differen-
tiation is not marked by universal agreement. According to 
Schoen: 
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A musical experience is aesthetic only by virtue of 
its being true ~o the criteria. of aesthetic experience 
in general, namely that it is an aesthetic experience 
for Which music is the stimulus.(l55:32) 
Such reasoning points up the need. for tonal concentra~ 
tion and discourages extra-musical ideas, iconographic aids, 
and dramatic impulses which 11 do violence to music and a dis-
service to the listener. 11 (155: 34) On the Qth.er b.and Apel 1 s 
definition of aesthetics does provide for stress on the stimu= 
I 
lation of conceptualization and on the process of significance 
and symbolization. The aesthetic experience is not atomis.tio 
nor hedonistic; rather it must be conceived of as coherent 
connected whole, which reflects manta basic tendency for 
intelligibility of organization. Nor can the sensuous 
aspects be relegated to a.:minor role; for, according to Par-
ker: 
••• sensation is the door which we enter aesthetic 
experience • • • it is the foundation on which the wb.o~e 
structure rests. Without feeling for possible sensation, 
men may be sympathetie and intelligent, but they cannot 
be lovers of the beautifu).. (64:44) 
The aesthetic experience may also be regarded as n a 
process of clarification, of completion •• - • a discovery of 
order and attendant emotional satisfaetion.11 (180:76) Hetenyi 
agrees with Davison that the aesthetio experience results: 
from human needs: 
Satisfaction of need is brought about through experi-
ences involving organic unity in the experience itself 
[form} and in the situations through which the experi~ 
ence is brought about • . • the educate~ is confronted 
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with the necessity of providing sensations through which 
such awareness [form] may be increased. (180:101) · 
The aesthetic nature of the experience provides, for 
Hetenyi, the principle of approach to the improvement of musi~ 
cal perception. Consequently, the logical features of his 
proposed educational process tend to lean heavily on formal 
qualities~ The following nine~point summary indicates 
Hetenyi 1 s topic organization for a general music course 
geared toward the needs of college freshmen and sophomores: 
1. The program must begin by ascertaining the abili-
ties, background, preference~, and interests of the stu~ 
dents. 
2. It must provide adequate flexibility of content 
and methodology to accomodate • .. .. if need be in dif-
ferent sections • • • the varying groups found in a stu-
dent population of any considerable size. 
3. It must involve content and skills of such nature 
as to be of maximum value to students in their concrete 
historical and geographical environment • • • including 
such modifications as reasonably anticipated changes in 
the environment may suggest. 
4. It must provide the basis for continued growth, 
including the extension of a studentts musical experi-
ence beyond the limits of the program content. 
5. It must provide for growth in the perception of 
stimuli presented through the aural interaction with the 
four elements of music. [Rhythm, melody, harmony, tone 
color] 
6. It must provide for growth in the ability to 
retain perception gained through interaction with the 
musical elements. 
7. It must accomplish the presentation of elements 
in terms of a musical configuration. 
8. It must provide the necessary principles and con-
ditions to more from the perception of form in the ele-
ments • ,. • as ~ub--wholes • • • to the aural comprehen-
sion of musical design ••• as an entity of higher order. 
9. It must either become part of an integrated unit 
of general education ·or must offer adequate foundations. 
for subsequent integrative experience.(l80:l42~143) 
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While Hetenyi limits the practicality of the above 
organization, when he assumes the elimination of students 
whose level of musicality places them at extreme poles of 
ability,(l80:144) the summary does point up the implications 
for the educational implementation of musical aestheti,cs, 
viewed from the standpoint of general education. Although 
the primary emphasis is on hearing skills, this need not be 
exclusive. Both the formal nature of the aesthetic experi~ 
ence per se and the social aspects involved in the musical 
exper~ence are considered, in integrating need satisfactions 
with the expansion of the student's musical taste beyond the 
period of formal education. 
The stress on the formal qualities of music must not 
be understood as a mere acquisition of skills for their own 
sake, but rather, for the· sake of "applied understandingn (57: 
245) needed for adquate analysis •. The educational task in 
music may therefore be regarded as a developmental .process of 
growth: 
• • • A man who cannot hear distinctly the difference 
between a major and a minor triad may learn to do so by 
repeatedly attending the difference between a major and 
a minor thirdo ••• In music, an elaborate variation 
on a theme may be mere annoying confusion for a child or 
for any untrained ear; but the discriminating of the con~ 
stituents by analysis will teach him first to grasp them 
separately and then to see how they go together, and 
finally, all this becom~ng automatic, to hear the par~ 
ticular effect of the particular variation in its own 
individual character. When we know all of the arts in 
this way aesthetic analysis has taught us the nature of 
art. (71:167) 
161 
Herein may well lie the aesthetic case for an articu-
lated program of public school general music, required from 
first through twelfth grade. Since the developmental process 
implies growth and maturation in aesthetic analysis and judg~ 
. 
ment, the halting of required music at the junior high school 
level for example, waul~ be indicative of serious educational 
shortsightedness. 
Thus, while music must not be direGted toward ulte-
rior purposes in order to project an aesthetic expression, 
the aesthetic experience, in turn, becomes musical as well as 
educational, when music is contemplated for the apprehending 
of musical meanings~-not only for structural form but also 
for expressive form. The importance of the hearing and feel~ 
ing patterns of tensions and resolutions cannot be overlooked 
by either the perceiver or the performer. Such culturally-
determined patterned responses to musical meanings and emo-
tiona were considered in Chapter II with Meyer's psychologi~ 
cal analysis of the norm...:.deviant relationship. According to 
Leonhard and House, the primary task of music education, which 
is neglected at all levels of contemporary education, 11m.ust 
be to develop this sensitivity without any obtrusion, intel~ 
lectual, mathematical or critical~n(48:88) It is in the very 
nature of the tonal and temporal tension-release pattern in 
musical aesthetic experience which approaches the struggle~ 
fulfillment concept of ordinary, practical experiences, and 
thereby creates a close connection between the two. 
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Nor is the aesthetic meaning for music education to 
be conceived as .purely an expressive, aural, contemplative 
process involving both feeling and intellect. The productive 
phase must also be considered as a vital adjunct, for not 
only must the aesthetic impulse be liberated, but also the 
development of techniques through which the impulse may be 
expressed. All instrumental and vocal activities. must be 
directed towards such musical and aesthetic ends, rather than 
to the gymnastics of technical levels of proficiency per se. 
Literature must ~e qualitatively selected, not for·entertain-
ment value, but for aesthetic quality~ The rehearsal period 
becomes an experience in applied understanding, when the 
dynami~s of the tonal~temporal realtionship are perceived in· 
terms of stress and release, when both the formal structure 
and the expressive quality of music undel;'go analysis, and 
when criteria for value judgments of the "good" are analyzed 
in comparative open evidence. 
The educator, under such a plan, is not a dictator of 
the baton, who labors under the constant pressures of demands 
for entert~inment from diverse sources~~civic parades, foot~ 
ball games, pep rallies, P. T .A. meetings, municipal functions 
~~but a democratic leader, whose expert status enables him to 
function as a moderator in the aesthetic education process. 
Certainly performance is an important aspect in the.socially .... 
centered need for aesthetic communication, but such performance 
which seeks to entertain, in its broadest sense, which uses 
the school music groups as ornamental dressings, readily 
available on all accasions, and which usurps precious 
rehearsal time for the preparation of pseudo~musical activi~ 
ties under the guise of education, must seriously be examined 
and questioned for aesthetic validity. 
Finally, musical aesthetics in education means also a 
transevaluation of aesthetic values, rather than the narrow 
perpetuation of conflicting value judgments. This end can be 
achieved through the stimulation of an attitude of free 
inquiry which cuts across socio~cultural boundaries and 
invites an interdisciplinary approach., achuman 's statement 
of philosophy for the Juilliard School of Music exemplifies 
such a non..;.prejudiced approach, which would promote a full 
range of inquiry~~aesthetic, political, economic, and social: 
It is, furthermore, our responsibility to help the 
student see the music of any given period in the light 
of its own social, political, and cultural climate; to 
understand that the esthetic laws and technical consider~ 
ations of one period cannot be superimposed upon another; 
to make known to the student the varying convictions of 
leading musicians, both past and present, in order to 
help him make his own judgments; to learn that art is 
not concerned with conformity; to equip the student to 
deal with the novel without ridicule or fear of its 
strangeness, yet without being impressed by sheer nov-
elty, and with the ability to probe the depths of the 
unfamiliar.(40:23) 
Music education according to this philosophy becomes, 
at one time, both dem.ocrat~c and musical since it functions 
to produce musical literacy, and libertinism in a free 
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society. The section which follows will continue in the gen~ 
eral elaboration of aesthetics in music education with a con-
centration on an analysis of certain observable levels of 
musical understanding. 
Levels of ~reciation 
It is recognized that individuals respond to musical. 
stimuli in a variety of 1.-vays, which are indicative of, and 
dependent upon several factors--musical experience, artistic 
understanding, c.apaci ty for symbolization and abstractness, 
cultural conditioning, ethnocentric and egocentric tendencies, 
habits of concentration, and pe.rsonal likes and dislikes. 
Since the role of education, in recog~izing the need for musi-
cal aesthetics, is to liberate and cultivate the expressive 
techniques of aesthetic inquiry, it follows: that also the 
major social levels of appreciation~-implied here as synony~ 
mous with understanding~-be understood, so that the function 
of music education, in a society vThich reflects a plurality 
of values, may be ascertained properly. To limit such 
inquiry to the public school, or to formal education in gen-
eral, would tend to invalidate derived assumptions, since the 
11 good 11 of formal education can be undone by the realistic 
social environment of informal education. The question here 
is simply whether the school should ~eflect the status quo, 
or whether it is the task of education to improve the musical 
levels of appreciation1 Is there to be music for educational 
use separate and different from that of everyday practical 
use? If the function of music education is to be derived 
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from the aesthetic function, does this imply an exposure only 
to those musical works which have been deemed worthy? For 
the neo~Thomist, the idealist, the realist, and the social 
realist the answer to the last question is decidedly affirma~ 
tive, while the relativist, in his insistence for a trans~ 
evaluation of values would no doubt vote in the negative. 
Universal, objective gpals of appreciation are, for the rela~ 
tivist, both aesthetically and psychologically dangerous: 
••• Critics who attempt to instill an ideal of 
absolute standards and evaluations upon the unknowing 
and untrained may distort wholesome and just attitudes 
• • • a teacher who informs pupils that one kind of art 
is intrinsically superior to another may be doing posi-
tive and permanent harm.(34:119) 
The situation for the music educator may be compli-
cated further by the particular philosophy of education in 
which the individual must operate. Conflicting musical 
values, with respect to school and community, to educator and 
' 
educational institution, to relative and universal values, 
which appear incompatible may result in a state of ambiva-
lence.. Clayman states that: 
••• Conflicting desirabilities tend to promote cul-
tural confusion and when translated into educational 
theory and practice make for anything but positive 
choices in terms of curriculum design; methods of teach-
ing, and at bottom, of a philosophy of education.(ll5:24) 
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To be viewed in its true perspective, according to 
Clayman, the question of relative and universal value can not 
be placed on an either.:...or b.asis of a two-values orientation: 
The problem to become a proper concern for education, 
must be placed on a continuum ranging from similarity on 
the one end to dissimilarity on the other. Viewed in t 
this perspective, values are both relative and universal, 
and we begin to break ground in our attempt to bring 
into the open those values which may be held in common 
by all men.(ll5:26) , 
Music'education. must come to grips with the implica-
tiona presented above, in order to assess properly, the func·..:.. 
tion and meaning of diyerse levels of aesthetic understanding, 
or appreciation. Furthermore, levels of appreciation which 
are readily evident in contemporary society, necessitate 
analysis and philosophical inquiry, so that they may be 
focused in terms of aesthetically-oriented, and value-cen-
tered educational perspectives. Broudy observes that levels: 
of appreciation fall generally into three categories .... -the 
emotional level, the level of general approval, and th~ dis~ 
criminatory level.(14:214) 
The difficulties ·in discussing the emotional level of 
appreciation have been already indicated. Suffice it to say 
that the semantic problem, which is perceived most directly 
in contextualist theories, causes an aesthetic barrier to 
musical understanding. To describe a succession of musical 
sounds in such terms as beautiful, dazzling, vigorous, paste-
ral, ugly, and warm, exemplifies a purely sensuous approach 
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to aesthetic appreciation~ and consequently, calls for little 
if any need for aesthetic education: 
No s~all amount of enjoyment accrues from simply not-
ing these aesthetic qualities-~when they are pleasant. 
Some music is simply a succession of pleasant sounds and 
is enjoyed as that and nothing else. There is not much 
to be done here, educationally, save to expose the pupil 
to aesthetic objects in wide variety and to encourage 
him to note shapes, colors, and sounds that never would 
have occurred if some artist had not created them. (14: 
215~216) 
Leonhard and House consider the emotional level of 
musical response and understanding, on a par with "fantasy 
m.aking, 11 (48:85) and therefore, place the emotional level in 
an unmusical category of experience, which should not be cul-
·tivated by music education. These authors submit, with 
Broudy, and others mentioned in Chapter II, that such 
responses require little learning, 11 occur almost universally 
without guidance or organized learning, 11 (48:85) and ''are 
often a function of factors other than the aesthetic object." 
(14:214) Just as the pseudo-philosophical levels of compla-
cency and eclecticism were criticized, in Chapter II, for a 
lack of rational judgment, and for an acceptance of a passive 
indifference to factors other than pure pleasure, the criw 
tique may similarly be applied to the emotional level of musi-
cal appreciation. Aesthetic music education should not func-
tion on this level, because the aesthetic experience deals 
primarily with abstract experience, which is set apart, if 
one accepts Dewey 1 s philosophy, from the mediocrity of 
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ordinary experience; and, .because education in musical aesthe-
tics implies the development of standards as well as the 
transevaluation of value criteria, which seek to solve the 
riddle of musicts relation to man. 
The level of.general approval is characterized by its 
vagueness of theoretical and rational support, and by a fear 
of aesthetic libertinism: 
••• A longing for certainty combined with a belief 
that it is somehow worth and noble to strive for an 
ideal, however vague and unattainable will cause reluc-
tance.(34:118) 
Levels of approval are usually associated with those 
conservatives and traditionalists, who, in maintaining a rev~ 
erence for the status quo, use the term "appreciation" in its 
most primitive, and passive sense 11 as when one 'appreciates• 
geometry, fair play, and democracy. tt (14: 214) Individual 
judgment becomes too vague; personal pleasure, too .weak. For 
substantation, at this level, the individual may conform to 
an established social norm., or rely heavily on preestablished 
standards, and traditional sanctions. 
Educationally, the eclectic vagueness of appreciative 
meaning, the inherent dangers of parochialism, and the minor 
need for musical experience on the part of the aesthetic sub-
ject, all indicate a rather low functional stage for musical 
aesthetics. Unfortunately, mere observation of public school 
musical practices, and socio~cultural musical desires and 
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·values will reveal that a proportionate amount of contempo-
rary society may be located at the musical appreciative level 
of general approval, and that contemporary educational pat-
terns tend to perpetuate the state of affairs. One can, with 
validity, embrace Davison 1 s plea for a system of music educa-
tion which serves the needs, rather than the wants, of man. 
The third levelw-discrimination~-does provide a 
worthy goal for music education, for it implies the involvew 
ment of critical attitude toward musical values on the basis 
of some theoretical criteria, which necessitate probings into 
the nature and function of the musical arts. Primitive 
stages, at this level, may deal with elements of either 
rhythmic or melodic interest, but must be recognized, never~ 
theless, as responses which are musical, not extra-aesthetic. 
The discriminatory level is, in essence, the philoso-
phical level. It is perhaps for this reason that Plato 
reserved the study of philosophy for the final educational 
stage of his proposed curriculum, for here the individual was 
to cope with ideas. All three contemporary aesthetic theo-
ries--isolationism, contextualism, and relativism~~although 
philosophically conflicting, stress the need for greater aes-
thetic discrimination, abhor the dangers of baseless value 
judgments, and plead for the validity of their respective 
positions on the philosophical altar of musical aesthetics. 
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The increasing need for discriminatory levels of edu-
cational functions in music is well~supported, although, in 
many cases, not well~defined. For example, Koontz states 
that it is 11the primary task of general music to develop the 
latent aE?sthetic sensibilities of our students to beauty in 
all its varied forms, 11 (134:20) while Krone feels that the 
activities of the general music class "should involve many 
different kinds of experience so that a finer degree of dis-
crimination will'result."(l36:23) Both writers suggest the 
need for music education to function at the level of aesthe~ 
tic discrimination, but both lack the refinement of compara~ 
tive definition and philosophical and social persuasiveness. 
It is in consideration for the educational needs of mass 
society that Zack writes: 
Because general music classes are the o~ly musical 
instruction offered to all children, the training of the 
teacher-of these classes is far more crucial with 
respect to the status of music in American life, than is 
the training given to instrumental and choral special.o.. 
ists who do not come in contact with all children.(l69: 
93) 
Accordingly, preparation for teaching music to all 
must include not only skills in musical proficiencies and 
areas of specialization, but also must promote an awareness 
of the. desirable aesthetic levels of discrimination in a 
social orientation characterized by a plurality of· values. 
It will be necessary for the music educator to cope with all 
three levels of appreciation both in formal and in informal 
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education. Individual and professional goals will depend, to 
a large degree, on the attitudes towards social-aesthetic 
realities, and the willingness and desire for indulgence in 
philosophical inquiry.. The apparent necessity for such a 
task should, indeed, at this point, be evident. 
Having ascertained the desirable level of apprecia-
.tion upon which music education should function, and having 
indicated the need for philosophical inquiry, in general, the 
need remains for an elaboration on the appreciative ~evel of 
discrimination. Such a discussion will be presented in the 
section which follows. 
IV. THEORIES OF EDUCATIONAL CRITERIA FOR MUSICAL VALUE 
One of the more notable characteristics of the musi-
cally mature individual is his ability to formulate, to main~ 
tain, and to apply standards of artistic and aesthetic expres~ 
sian. If the level of discrimination is recognized as a 
worthy functional sphere of operation for music education, 
then the matter of standards, of values, of criteria for the 
aesthetic 11 good, 11 must also become educational concerns. It 
will be the purpose of the discussion, in this section, to 
survey some of the major contemporary theories concerning 
attitudes, elements, arid kinds of aesthetic standards which 
have implications in music education. 
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Heyl suggests that attitudes directed towards artis-
tic criticism may be classified according to three approaches: 
1. Claiming that the functions of criticism are ana-
lysis and interpretation, ignoring judicial criticism. 
2. Making judgements of good or bad, better or worse, 
without understanding or stating the grounds for these 
judgements. 
3~ Attempting to comprehend the meaning of value 
judgements and then make them.(34:91) -
.The final procedure is deemed the most worthy as well 
as the most difficult, since it requires not only a satisfac-
tory theoretical basis, but a necessary commitment to action. 
Most aestheticians, musicians, philosophers, and educators 
would inwardly agree. The problem arises with the specific 
determination of criteria for value judgments. In Chapter II, 
it was noted that aesthetic conflicts invariably center about 
philosophical beliefs in ontology, epistemology, as well as. 
axiology. .That is, if one believes in the metaphysical 
notion that reality and truth reside, inherently, in a cosmic 
nature, then the aesthetic good is intrinsic, and to be found 
exclusively in the musical object itself •. Such a philosophiw 
cal basis would theoretically tend to accept the objective, 
formal, and structural truths~- of> art as indicative of a valid 
set of standards. Other theories, which regard the human 
nature of the subjectrs fulfillment of an aesthetic expres-
sion, or the relative history of a particular cultural group, 
would, in all likelihood, be rejected. The function of music 
education in a specific theoretical environment would be 
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expounded according to the appropriate nature of the particu~ 
lar theoretical framework. 
Consequently, each contemporary theory for the aesthe-
tic good ~s formulated, primarily, on a general philosophical 
Weltanschauung and then proceeds to reduce the argumentation 
to three elements of aesthetics: 
1. The didactic: exercising moral or aesthetic 
faculties and pronouncing judgments* 
2. The historical: explaining diversity of human 
artistic instincts as manifested in history and 
anthropology. 
3. The psychological: understanding the phenomena 
of mind and feelings, revealing roots of human 
tastes, and aids in-differentiating real values 
from the transitory.(78:5~6) 
There remains, finally the responsibility on the part 
of the educator or, for that matter, on the conscience of the 
lay critic, as well, to understand, with.perceptive fl~xibi­
lity and range, the nature and function of critical artistic 
analysis. The educational implications for such aesthetic 
analysis are stressed by Prall·: 
There is so little general understanding of the arts 
in all our m~n of science and learning, and our masters 
in education itself, that all but the 1 authoritiest in 
art and aesthetics on the one hand, and the virtuosi on 
the other, are likely to be quite unknown as forces in 
education, their competence or incompetence lying in a 
field where the ignorance of the learned leaves them 
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free play upon the helpless younger·minds for good or 
ill. And those who harp on standards in education are 
likely to be perfectly ignorant of the nature of the 
arts; while those critics and theorists who insist upon 
critical standards in the arts themselves, are often con-
sistently ignorant of the nature and function of the 
actual structural patterns and forms that constitute 
these patterns. (71:197) 
The difficulty in demonstrating the validity of value 
criteria by external tests, lies in the subjective and per-
sonal sense of aesthetic fulfillment; hence, the difference 
bet\'teen aesthetic and scientific opinion.. But, while "aesthe-
tic tastes- cannot be disputed, .•• their derivation may be 
tF.'aced and accounted for. 11 (55:382) 
In short, it behooves the music educator, for whom 
aesthetic values would form the basis of a musical education, 
to examine critically, the theoretical bases for aesthetic 
musical experiences, to form, inductively, syntheses or broad 
generalizations, and to apply, deductively, the derived prin-
ciples to the educative sphere of endeavor. While the philo-
sophical bases for the major conflicting theories~-namely, 
isolationism, contextualism, and relativism--were discussed 
in Chapter II, the need remains for further clarification of 
the educational implications. 
Isolationism 
Isolationism is characterized by its insistence on 
fixed, objective standards, on intrinsic object-centered 
values, and on the need for an aesthetic education which 
would terminate in connoisseurship: 
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The more we know about a value area, the more dis~ 
criminating we become • • • connoisseurs are rarely con~ 
tent to return to the innocence of ignorance.,(l4:145) 
Agreement on technical, formal, and expressive stand~ . 
ards of art grows in relat·ion to growth in expert appraisal. 
The task of aducation is to aid the student in understanding 
musical works, which become progressively more complex and 
separated from ordinary life~ The direct educational approach 
is formulated by Broudy, as follows: 
1. Begin early and continue late to encourage crea~ 
tive expression in as many media as possible, so that 
these remain natural rlanguages 1 to the pupil. 
2. Encourage experimentation with form to make the 
aesthetic attitude easy to assume and to make the pupil 
sensitive to form in aesthetic objects. 
3. Utilize a Wide variety of aesthetic activities 
and objects to keep in the forefront of the pupil's con-
sciousness the endless possibilities of aesthetic crea-
tivity. 
4. Introduce him gradually to more complex and . 
subtle art products to see what aesthetic impressions he 
can receive. 
5. Demand and insist that the pupil try aesthetic 
experience that requires as much intelligence, observa.;;. 
tion, and discrimination as his previous achievements 
indicate he is capable of.(l4:223~224) 
Objective theories of educational values stress the 
intellectual aesthetic values over the emotional and attitudi-
nal, and remain conservative toward indirect cultural pres.;... 
sures and ills. The early efforts to promote sensitivity to 
form culminate in habits of guided listening and apprehension 
of artistic design. Thus, form must be separated from con-
tent; with feeling factors imbedded in the artistic object. 
Popular art is not studied, because of the low quality of 
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musical structure, the obvious form, the ordinary sentiment, 
the predictable lyrics; and because npopular art needs no 
formal instruction for its appreciation whereas serious art 
does., 11 (14:222) 
The objective school may recognize higher and lower 
values, intrinsic and instrumental goods, but its isolation~ 
ist theory insists upon a metaphysical and absolute basis for 
_value standards., Experimental techniques may be utilized, 
conditioning, per ~' may be deemed as nonrational, but 
structural insight remains the paramount criterion for stand-
ards of the ultimate good~ It follows that the major task of 
aesthetic education is to increase the studentrs ability to 
apprehend structure and formal artistic design, in the assump-
tion that be increasing the complexity and subtlety of such 
educational activities, value experiences and standards of 
expert judgments will be nurtured, According to Prall: 
Training in aesthetic perception is the cultivation 
of habits that discriminate details so readily that 
their meaning • ~ • is read off unconsciously and inte-:. 
grated in the larger but equally determinate effect that 
we feel as this individual expression of faith or this_ 
specifically presented case of dilapidation. Full tech~ 
nical aesthetic perception not only apprehends such 
qualitative character, but discriminates the technical 
and aesthetic constituents of the effect. And fully ade-
quate aesthetic training would • • • make us so familiar 
with (the structual details of music] that these would 
all be discriminated automatically, and wiewed not sepa-
rately but as ~hey have contributed to and remain inte-
gral in the presented picture, which feels expert and 
subtle and strong ..... (71:159) 
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Sound aesthetic education, as considered above, is 
largely technical, stressing full acquaintance with tradi..;.. 
tiona]; musico.::.structural elements. Prall would, in addition, 
admit the need for understanding the "historically developed 
aesthetic forms and instrumentalities." (71:171) · 
Contextualism 
While the isolationist is concerned with the uwhat 11 
of art, the contextualist seeks the 11why 11 of art. The 
generic factor marks contextualism; the specific~ isolation-
ism. Rader explains the former as follows~ 
Art is often entangled with other forms of culture 
and must therefore be interpreted in terms of its 
entanglements. Pure art has various educational, psycho-
logical, moral, religious, economic, or political cause 
and effects. ~ • • Contextualists insist more emphatic-
ally that art is entwined with non~art and that it has 
non.;;:.esthetic causes and effects, but more controversi..;.. 
ally he asserts that art as art.;;..-esthetic art.......::.even in 
its·purest form can not be validly interpreted except in 
contextualist terms. (73 :XXXII) . 
Hence, the contextualistic theory is not objective 
but emotive, claiming that music does have some kind of mean~ 
. '· 
ing that is suggestive of life outside of music, although the 
extent of precise relationship may be difficult to ascertain. 
The aesthetic and practica:l activities of life are lelils 
dualistic for Dewey. Art and aesthetic experience are not 
luxurie lil, es.capes from ordinary life, rigid disciplines 
undertaken for their own sake, or interesting and unique 
pastimes. Analysis for the sake of structural and formal 
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entities, for observance of intrinsic objective values, and 
for the purpose of discerning rules of composition, all 
impede aesthetic realizations: 
••• Musical education may have, at a certain stage, 
to urge exclusiveness simply in order to direct atten-
tion to the proper place, namely, the forms of the music. 
But whilst it is certain that [certain] types .. • " are 
musically uneducated and can never as such enter into 
the delight of pure listening, the best listening, on 
the other hand, may be less pure, than purists like to 
think, and the best kind of musical experience may be 
one in which psychological, conotative, and imaginative 
elements~all kept in their due subordinate place~con~ 
tribute vitally to the life of the whole.(178:126) 
The key to conte~tualist musical education lies in 
the enrichment of the aesthetic experience, on the assumption 
that the more vivid the experience, the more extensive and 
rich in quality, the greater the aesthetic value. The extent 
to which this theory has permeated the contemporary practice 
of music education, is observable through the stimulation of 
the five~fold program of singing, creating, listening, play-
ing, and dancing.. Through misinterpretations of Deweyts con-:. 
cept of art as an aesthetic experience, the progressive 
school has undergone much undue criticism. What was intended 
as enriching, as constructive, as democratic, and as aesthe~ 
tic has been manipulated in t~e ~uise of musical aesthetics, 
to serve non~musical ends, and consequently, has been the 
source of diverse philosophical problems in contemporary 
music education. 
'·· 
1.79 
The criteria for the musical good, which ia accept-
able to the liberal contextualist, include both expert crafts-
manship and feelingful import, in relation to the human dynam..;. 
ics of struggle and fulfillment. 11 Great.music, 11 according to 
Leonhard and House, "expresses symbolically the life of feel-
ing which cannot be expressed through language or any other 
medium of human expression. 11 (48:93) 
Extreme subjective standards which hold that emotive 
evaluations are ~urely personal preferences of final validity 
may be repudiated for lacking a sufficient basis of reasoned 
discrimination. It is evident that music education cannot 
base a systematic study of musical aesthetics on such 
piddling grounds. Nor is the technical or critical response 
solely adequate. Leonhard and House contend that: 
• • • unless a feelingful response to the musical 
expressiveness precedes and endows the critical response, 
the musician or critic is divorcing himself from the art 
of music and furthermore, is undermining the authentic-
ity of his critici.sm.(48:87) · 
The primary task of aesthetic music education, for 
the liberal contextualist, is to develop sensitivity not to 
structural form and design, per se, but to patterns of musi-
cal intensity and release, which are present to a greater 
degree in more subtle and abstract musical expressions. Both 
popular and serious art must be evaluated on the basis of 
both technical and expressive standards. The degree in which 
liberal contextualist theories have been maligned in the 
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musical practices of both education and society causes dif~ 
ficulties in practical criticisms. For the dual standards 
above accept Langerfs theory of the symbolic expression of 
art, rather than the questionable practice of definite verbal 
meanings. Also Dewey's description of the rhythmic struggle-
fulfillment concept of life has psychological verification in 
Meyerts norm~deviant hypothesis. It appears that the educa~ 
torts problem is not centered so much in the practice of his 
art, as it is in his understanding and interpretation of the 
nature of his art. 
Relativism 
The relativist rejects absolute theories which claim 
fixed, eternal values, as well as those theories which are 
not dependent upon a sound theoretical basis. He does recog~ 
nize the dependence of various approaches upon cultural and 
historical realities, and upon the ~atural experiencing 
individual. Both the metaphysics of objective values, and 
the spurious preferences of subjective interpretations are 
avoided, by new value meanings which interrelate between the 
object and the subject. Heyl 1 s elaboration of this aspect of 
relativism revolves about the following two aspects: 
1. The potential value in a work of art becomes 
actual when it transacts with a sens.i ti vi ty. 
Hence, the quality of value is somewhat depend-
ent upon the experiencing subject~ 
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2. Value may be considered a psychological function 
of animal interest, which necessitates a dif~ 
ferentiation between valuing and mere liking. 
Hence, 11 liking is an insufficient condition for 
the activity of valuing. 11 (34:125-l26) 
The rational factor in theories of relative value 
give impetus to the need and task of music education. Where 
both subjectivity and objectivity may lean toward the 
11 desired, 11 the "satisfying," and the 11 admired 11 good, relativ-
ism seeks the 11 desirable, 11 the 11 satisfactory, 11 and the 11 a.dnii:r-
able11 good: 
o Such value theory gives meaning to desires for 
improvement, to yearnings for the better, explains the 
importance of training and of cultivation of taste for 
criticism ••• without reference to exclusively exter~ 
nal or absolute standards, but are always considered in 
their relation to a specific concrete subject~object 
situation.(34:127) 
Relative criteria can be empirically verified with 
diverse expert appraisals, and therefore, remain binding not 
absolutely or universally, not for the individual or for the 
emotional moment, but for specified groups in a particular 
cultural and historical era. 11Why should posterity have the 
last word? • • • Every age is entitled to its own standards 
of judgement in matters aesthetic. 11 (55:382) Both content and 
form are necessary considerations for an adequate level of 
discrimination, but since basic cultural changes and social 
dimensions exercise an effect upon evaluations qriteria must 
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also be dependent upon .the immediate cultural and social 
counterparts: 
Changes in aesthetic taste and judgement • • • do not 
proceed from an exalted metaphysical realm ••• to the 
chosen few who-like the apostles of old, feel called 
upon to share these priviledged communications with the 
lay masses. 
• • • One can only conclude that musical opinions and 
taste, like political and economic preferences, are 
forged in a matrix of social and psychological forces 
and, at any given time represent a blend of traditional 
factors and common experiences.(55:384) 
Vievred educationally, relativism implies a renewal of 
faith in the democratic process of value-seeking. The prin~ 
ciples of logical and psychological relativism, the concepts 
of relevancy of criteria, of intentional and qualitative 
evaluation~~all insist upon a transevaluation of musical 
values, not the conservative insistence of a traditional pat.::. 
terned type of musical knowledge and behavior: 
It is not that the modern twelve~tone scale is neces~ 
sarily beyond the ultimate comprehension of the average 
music lover ••• but, without intentee motivation and 
without belief in the infallibility of the composer, a 
modern audience is ill~disposed toward making the intel-
lectual investment in an resperantot so long as the cur.;;. 
rent language serves its aesthetic and social purpose. 
(55:391) 
Does music education have a responsibility to the 
modern composer? To the aesthetic and social purposes of con~ 
temporary society? Is it not the suggested goal of all three 
theories of value to raise the level of aesthetic understand.:. 
ing toward more complex and subtle musical experiences? To 
these and to other questions of cultural aesthetic 
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significance the relativist replies affirmatively. The task 
of music education geared to the theory of relativism i~ 
fundamentally, to promote aesthetic libertinism. As such, it 
is not the educatorrs function to dictate likes and dislikes, 
nor to limit the good according to preconceived expert knowl-
edge, but to present a wide range of music for aesthetic 
analysis and criticism without prestated value judgments. 
The very fact that there are many different musical 
styles· systems·, both in different cultures and even 
.within a single culture, demonstrates that styles· are 
constructed by musicians in a particular time and place 
and that they are not based upon universal natural 
relationships inherent in the tonal material itself. 
And if the experience of music is not based upon natural, 
universal responses, it must be based upon responses 
which are acquired through learning. (53:60) 
Hence, since the meaning individual men give to the 
musical work constitute the aesthetic response, "understand-
ing music is a matter of habits correctly acquired in oners 
self and properly assumed in the particular work." (53:61) 
Valid discrimination, as a desirable outcome of aesthetic 
inquiry and experience, will occur only when the mature stu~· 
dent is totally aware of: (1) the plurality of musical 
values, (2) the universal and relative dilemma, (3) the neces~ 
sity for self.;;;..searching philosophical inquiry, (4) the socio-· 
cultural pressures which affect the meaning and nature of the 
musical arts, (5) the psychological and historical determi-
nants which give rise to objective and subjective interpreta-
tions, (6) the need for a sound theoretical basis for 
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criticism, and perhaps most important, (7) the fact that com-
plex and subtle musical understandings necessitate the abil~ 
ity to utilize functionally, theoretical and technical musi~ 
cal skills. Such value education cannot be effected by a 
separation of formal and informal factors~ which recognize 
the school and the community as separate entities. If values 
are commitments to action then "knowledge without commitment 
is educational irresponsibility. 11 (115:26) What of the mulilic 
educator? Will teacher education programs deal with the com~ 
plex phenomenon of aesthetic judgment and cultural value 
criteria? Clayman suggests: 
••• that the teacher~training institution become a 
center for the transevaluation of cultural values, in 
order to extend to the teacher the opportunity to study 
his own values in relation to the values of other teach-
ers and in the relation to other cultures. In this way 
the teacher can gain invaluable insight into the •nature 
and nurture of man r who strikingly diverse in his pat-
terns of behavior, may exhibit common valueiir.(ll5:26) 
Anthropological investigation, according to the rela-
tivistts doctrines, cannot be completely separated from phi~ 
losophical speculation, nor, for that matter, can both be 
separated validly from other socio~cultural determinants. A 
discussion of such social factors, which bear on aesthetic 
values in education will comprise the following section of 
this chapter. 
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V. SOCIO-CULTURAL FACTORS IN MUSIC EDUCATION 
It will be the purpose of this section of Chapter III 
to discuss some of the implications of philosophy and aesthe~ 
tic values in music education, within the comprehensive view 
of the contemporary cultural status quo. The wide range of 
interests in the social sciences has stimulated a substantial 
amount of general literature and research, whereas the con~ 
cern for social foundations in music education has become 
really apparent in publications and research during thispast 
decade. The material below was compiled from books and publi-
cations devoted to the social foundationli of education, as 
well as from selected referenceli in music education concerned 
with social relations and social issues in music. 
While this study is concerned fundamentally with phi-
losophy and aesthetics in music education, and not with 
detailed analyses of socio~cultural issues, the need for a 
-vrorking rapport with changing cultural problems and with the 
related social sciences has been assumed as paramount for a 
value-centered contemporary education. SUch a need is sub-
stantiated, from a. philosophical point of view, by Dewey: 
••• A philosophy of art is sterilized unless it 
make:iL us aware of the function of art in relation to 
other modes of experience, and it indicates why this 
function is so inadequately realized, and unless it sug-
gests the conditions under which the office would be 
successfully performed.(l9:12) 
Support, in terms of "crisis-culture," is offered by 
Harzun: 
186 
Now in the United States· it [art J has turned f'or mil~ 
lions of persons into a fervent love or master passion 
that often resembles fanatical zeal. The amateur now 
mingles with the professional and tends, while usurping 
his place, to surpass him in devotion •. The change, the 
work of the last thirt:y.:;.five yearlil:,- amounts to a cul-
tural revolution. (6:15) . 
The moral~humanistic pillars of support are indicated 
by writers such as Ma.ri tain: 
The motto Art for Artts Sake simply disregards the 
world of morality and the values and rights of human 
life. • •• Art took to enclosing itself in its famous 
ivory tower in the nineteenth century, only because of 
the disheartening degradation of its environment-~posi­
tivist, sociologist, or materialistic attitudes.(51:48) 
And the need for a closer cultural rapport, in terms-· 
of music education, is also stressed by the research councils 
of the Music Educators National Oonf'erence: 
That music education is.heading toward increased use 
of the· social sciences is our main thesis. • •• So 
apparent is the need f'or closer rapport between music 
education and the social sciences that it is no longer 
a matter of whether to encourage this development, but 
rather how to do it. 
In part, the answer lielil in teacher preparation • 
• .. • Inevitably, the trend toward closer accord will 
continue, for it seryes the cause of making music a more 
signif'ican~ element in American culture.(92:12) 
The growth of public school music and its consequent 
influence on community music, during the first half of' thi~ 
century, indicate that the functions of music education c~ 
. 
no longer be considered in isolation from the changing, crit-
ical problems and issues of society. One need only examine 
superficially, the present international world crisis and its 
consequent effects on the present state of education and 
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music education, to realize the impact of the rapport between 
educational, musical, and social problems. 
Nordskog defines a social problem as "any condition 
that causes strain, tension, conflict, or frustration, and 
interferes with the fulfillment of a need,u(62:1) It is prob-
ably no longer a question of whether the music educator wants 
to identify himself musically and professionally with the 
community, with the social problems of his time, and with 
social functions of his art. For the trend toward a closer 
• f 
accord is now apparent, with strong indications for ~ncreas~ 
ing developments in this direction. Such social factors. aa 
population growths, ethnic conflicts, crime and delinquency, 
therapeutic music, and new leisure time pursuits often 
reflect their inherent strains and tensions on.music and on 
-
music education, and consequently, on the philosophical 
search for the musical good. 
A practical philosophy of music education,. althoUgh 
founded on aesthetic values, must not only recognize the cul-
tural age in which it functions, but also provide for a plu-
rality of musical standards of value, without sacrificing or 
adulterating the aesthetic nature of the musical art. In 
short, a contemporary philosophy of music educatioh must con-
sider the social foundations in full view of the aesthetic 
functions. The discussion belo, . ., will survey briefly, some of 
the major social problems prevalent in American culture, 
which by and large, affect values in music education. 
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Social Interrelationships 
The remarkable advancement of musical activities in 
-
America since 1900 -can be determined by the tremendoua~ growth 
of both professional and amateur mua~ical groups. A 1954 
report of the American Symphony Orchestna League listed 938 
orchestras in America, with ten to fifteen million people . 
tuned in to the New York Philharmonic weekly.(l05:41) Muel-
ler; more recently, stated that 11 there are today not only two 
score or more major orchestras, but almost a thousand small 
orchestras, which carry on the tradition. 11 (177:117) Hume 
pointed out that this country gives three times as many con~ 
certs as the combined world output. In 1957-58, over four 
hundred collegeswere involved in opera productions of excel ..... 
lent quality, and the amount of money spent on leisure time 
pursuit,s in music had reached fantastic heights:. The music 
educator in contemporary society is often confronted with the 
multiple roles of performer, teacher, ·lecturer, conductor, a~r­
well as composer, and all too often he feels a lack of emo-
tional and psychological security as a member of the profes~ 
sion of music. (131:12-13) . 
Mueiler analyzed the probable underlying social impli~ 
cations as folloWs': 
• " • If a musician, or a member of any other profesr-
sion, ignores the social interrelations between his own 
welfare and that of the rest of society, he will be 
haunted by frustrated expectations, by bitterness, and 
by delusion to the extent that he pursue~ such isola-
tionism. (177: 92) 
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Surely art must have value~ in its own structure and 
symmetry, but not to the negation of its effects· on the total 
social relationship: 
Education thru music should impart to us a sense of 
values independent of social, economic, or political 
materialism. It should relieve us• of those guilts and 
anxieties prevalent in our Western culture resulting 
from fear of idleness; non~conformity, and ease.(l49:27) 
How does the musician find new roots in keeping with 
changing society, without surrendering personal and profeaw 
sional needs for ae~»thetic standard~» and values? What are 
the social functions of music education? How is music educa~ 
tion affected -by- social change? These questions which plague 
the musician as well as the music educator, require analyses 
of social factors;;..-the increase of life expectancy, mass· disu. 
tribution,. family social structures, the nature of co!JliJ.unity 
needs, the growth of creative centers, the flowering of a.ma..:.. 
teur community organizations, politics, crime, changing educa~ 
tional needs, new pedagogical techniques, and population 
mov~s:.(l33:64-67) In view of all this, 11 the music educator 
alerts himself to research technique&r and to new insights or-
interpretations about the society and human beings which 
might apply to his own field. 11 (92:1) 
The objective sociologist is concerned with ~e 
gathering and interpreting of data. He is more concerned with 
existing situations than with the means for improving them. 
The broad and multitudinous aspects of his research may 
190 
involve several approaches~-social~problems, social disorgani-
zation, culture-lag, value~structure, community, case study, 
social~roles, sociometric patterns, interpersonal relations, 
and others. The overlapping of several approaches is not 
uncommon.(62:1-3) 
The social functions of the arts in communication, in 
indefinable beauty, in common social interest, in relaxation, 
and in therapy provide new insights for analysis by the music 
educator using the tools of social research. The employment 
of liiUCh techniques as sociometric patterns might, for 
instance, aid the music educator to achieve better methods of 
o-rganization and higher motivation in musical groups such as 
the band, orchestra, or chorus. Where mixed ethinic groups:. 
come into contact, such studies could provide concrete ideas 
for handling new and difficult situations. Such a study was 
conducted recently in the secondary schools of Arizona.(l41: 
The implications for research in music education, 
utilizing role theories, for example, become clear in such 
relationships as the multi-roles of the music teacher, the 
balance of special music groups, the role of iniiltrument to 
instrument as well as section leader to section member, and 
the interrelationships of teachers, students, principals, 
janitors, etc., within the school as a whole. 
The conductor of a school orchestra deals with stu~ 
dents on a twofold level: 1-Tith the oboist who happens. 
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to be Johnny, and with Johnny,. who happens to be an oboe 
player. Here is the delicate balance between the school 
group as an artistic unit and as an educational tool. 
In the professional group, there is no immediate concern 
for JohnnJ as a person. What does the man do to the · 
music? This determines whether he Will·be retained or 
dismissed. In school, however, the question is~-what 
does the music do for the boy? • • • Research in this 
are~ is needed, and one tool can well be the theory of 
1 social roles~ 1 (92:5-6) 
When the rapport in communication between music educa-
tion and the social sciences stems from the problems of the 
music teacher, it becomes necessary for the teacher to 
examine many social factors which may provide a clue for 
understanding~ Orie important social factor which has 
affected the status of music education is the movement of 
population. 
As a result of industrial developments, large-scale 
population movements occurred during the 1940's and 1950's, 
11 from farms to cities, from cities to suburbs, from south to 
north, from all sections of the country to California, from 
Puerto Rico to the mainland, and from other countries to the 
United States. 11 (65:144) These population trends have caused 
the emergence of new communities, new patterns of living, and 
involved intergroup relationships. Social scientists have 
studied the problems of the effects of population changes on 
the American community. While some claim that the effects of 
suburbia have produced more individual-mindedness and neigh-
borly understanding, others, like Riesman, claim that man has 
lost his connection with tradition by conforming to the 
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opinions of others.(74) How does all this affect the music 
educator'/ 
The role of the school is becoming less and less' an 
isolated unit in the community. Musically, there is much evi-
dence of the growing, parental interest in public school music 
and~ consequently, in the increased activity of the community. 
This is especially true of younger suburban parents who are 
geared to newer technological changes. New leisure patterns 
are causing many schools to gear their music programs 
directly to public and private recreational activities in 
:places such as parks, playgrounds, ca:.Illps, community centers;, 
and industrial plants:. The music educator has O::ecome alert 
to the function of music education in stimulating an aware-
ness of creative musical activities within the framework of 
community traditions. The need for the music educator to 
know and understand his community is paramount for successful 
interpretation of its musical needs. 
The Communi~ 
What are the particular aspects of community life 
with which the music teacher must identify himself? How can 
these aspects be interpreted musically? In relating commu-
nity aspects to music education, the teacher is confronted 
with a variety of questions: Gan the community afford the 
expense of a fully implemented instrumental program? What 
What persons or groups are sympathetic to the arts? What 
'· 
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artistic activities are evident in leisure time pursuits for 
students and for adults? What are the objectives, and who 
are the leaders of such activities? Is there sufficient evi~ 
dence of the carry-ov.er of school music to community life? 
Are there any provisions for therapeutic music, in ho.lilpita.ls, 
in industry, in crime prevention, in the rehabilitation of 
the juvenile delinquent? Are the religious aspects of the 
community represented in the activities and performances of 
music education? Do ethnic factors have any significance in 
the achievement of a successful music program? How are new 
ideas for change received by the community? These questions, 
by no means, exhaust the potential storehouse of inquiry, but 
they do provide points of embarkation for further research. 
The ideas expressed by music educators in recent years, serve 
to illustrate the growing awareness and diversity of the com-
munityrs musical needs. Regarding the therapeutic use of 
music for the aged,-Norma.n stated: 
The wealth of personnel is drawn from those thousands 
of people who stored away their music dreams, waiting 
for an opportunity some day to get intimate with music. 
The realization is that music is fun, a challenge that 
relaxes, and gives the participant an extra voice for 
expression. (152:8) 
Zeman confirmed this need in 1957: 
When we think of how great the benefit is to all man-
kind, and to those who are attuned to it, we may multi-
ply this as we project its use into recreation for the 
aged. Music therapy in a creative program for the aged 
may be active or passive, according to the need, but the 
benefit accrued is still strong! Thus one of the arts 
makes a contribution toward medical scinece.(l70:36) 
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The field of therapeutic music is still in its 
infancy. Its uses are not only evident in recreational and 
occupational channels, but also in such diverse medical areas 
as psychiatry, anesthesia, and even digestion. There is an 
apparent need for objective experiments:to substantiate or 
refute commonly held views concerning the medical benefits of 
music. (49:264) 
Music has proved to be an indispensable factor in 
industry. It has been of such success in employee morale and 
output, that industrial music can no longer be considered an 
expensive diversion. In 1936, industrial instrumental groups 
numbered one thousand, with thirty-thousand employees 
involved. Similar accounts are evident in choral music.(l24: 
21) Research has been conducted emphasizing such consider-
ations as numbers of employees, financing, hiring of music 
leaders, performance, families of employees, etc •.••• (119: 
11, 36) Materials for organizing and conducting community 
music are now available through the professional organiza-
tiona in music education, and also through suggestions in the 
professional literature.(l45:68~70) 
The problem of community leisure-time activities 
offers another channel for investigation by music educators: 
The progress of technology and the mechanization of 
industry have made increased production and shorter 
hours of labor possible. Educational institutions, 
whether at the compulsory stage or later, have assumed 
the task of providing the kind of preparation that would 
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meet the needs of youth and adults for leisure time acti-
vities. • .. The task imposed upon educators and teach-
ers is to develop standards of criticism and taste which 
in the long run may lead to an improvement in the qual-
ity of the visual and aural programs available.(41:55) 
The danger in the passive use of music as an accom-
panying background to other activities is indicated by 
Steiner: 
Today, many of those who would have formerly made 
music for themselves gather around the stereophonic com-
ponents and have it made for them. More music is being 
heard than ever before, but less is being played by the 
community as a whole~ Thus, the very dissemination of 
music is tending to produce a special kind of illiteracy. 
It is the illiteracy of those who hear music but do not 
listen to it. The long-playing record flourishes in the 
age of the tranquilizer pill. One wonders whether there 
is an ominous connection.(l58:40) 
It has become a major assignment of education to sup-
ply the tools for leisure as well as the tools for vocational 
activity. The role of music in the twenty..:..two billions of 
dollars spent in leisure time pursuits is slowly assuming 
great importance. 
The relation of music and juvenile delinquency has· 
been another object of frequent research: 
The real question is whether music prevents juvenile 
delinquency and crime because of some vague moral force 
exerted by the performance of, say, a Beethoven symphony; 
or whether music is a good recreational activity which 
contributes to wholesome adjustment to society by chan~ 
nelling the behavior which might otherwise become experi-
mental and antisocial; or whether the socio-economic 
class that studies music does not ordinarily commit 
those crimes anyway for which one is likely to go to 
jail. (177:113) 
The theory that delinquency cannot co-exist with musi-
cal culture has been freely expounded by many music educators. 
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Elkan claimed, for instance, that the social force of musical 
activities in the home created a healthy environment where 
11boys and girls like to invite their friends for an evening 
or afternoon of fun. 11 (120:61) There is also ample substanti-
at.ion of Coolidge's charge that "the juke box at the corner 
drugstore has become the musical library for the younger set 
all over America. 11 (116:39) 
The MUsic School Settlement in the heart of New 
Yorkls East Side reported, that, in a quarter of a century, 
not one of thirty thousand children enrolled in music studies 
has ever come before a Juvenile. Court for delinquency. Addi-
tional research has been conducted in prison music activities. 
An important contribution in this direction was the Samaroff 
report, which recommended musical rehabilitation programs in 
penal institutions. (167:11, 52) The social responsibility of 
the community to the youth 1 who has passed through a correc-
tional institution, must be recognized, if he is to be 
accepted as a useful junior citizen.(81:170) However, the 
~articular role of music education, toward this end has not 
been well defined nor substantially investigated. 
Recreational aspects of community life present, per~ 
haps, one of the greatest contemporary challenges to music 
education. The commercialization of recreational activities: 
have stimulated more tax-supported and philanthropic programs 
to develop in cities of all sizes, sometimes jointly operated. 
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with the public schools. Since these programs have been con-
cerned primarily with younger people, the problems of the 
aged present additional areas of concern. Activities in both 
active and passive music are needed for people of all ages· in 
many diverse social settings.(l06:26, 69) 
Th.e paucity of crime data has induced the music edu-
cator to investigate the potential of music both as a crime 
preventative and as an aid in rehabilitation. Mayfield, 
reporting on a Michigan Reform School, states that not a boy 
had ever had lessons on a musical instrument. Music, in the 
process of rehaoili tation, provides for a wholesome means of·. 
escape from prison confinement, and consequently, discipli-
nary measures were greatly reduced.(l42:31-33) Again, the 
lack of substantial verification in scientific research pre-
vents the music educator from embracing such ethical and 
moral values of music. Can rehabilitation, such as Mayfield 
indicates 7 be effected by other diverse craft activities, or 
is music indispensable in such a function? Can it still 
truthfully be said that 11 the boy who blows a horn will.not 
blow a safe7 11 Certainly other factors in the values of com~ 
munity recreational activities must be considered than those 
of doubtful therapeutic value. Disturbed by the previously 
mentioned problem of conformity in group behavior, Rugg and 
Withers indicate that: 
• • • Recreation has greater social significance than 
mere escapism and relaxation. Recreation is one of the 
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realms in which creative powers are developed and 
broader perspectives discovered. Even were this not 
true, it is hard to believe that modern recreation is: 
wholly satisfying. In view of the conformity and rou-
tine of economic and political life,, it would seem that 
the individualistic impulses of Americans are missing an 
important and wholesome outlet when recreation becomes 
highly uniform and passive.(76:600-601) 
The social structure of the American community, the 
influences of national, state, and local economy, the agen-
cies of mass communication, the plurality of aesthetic tastes, 
the climate of standardization stimulated by mass production 
--all these enhance the problems which music education must 
face in establishing rapport with the modern community. 
The School 
Does the school enable the individual to participate 
fully in the musical life of his time? Who, and what shall 
be taught? What is the relation of music education to gen~ 
eral education? Is public school music in gear with cultural 
changes? How can the music educator n~tionalize his aesthe-
tic and artistic standards with the pluralistic values of 
mass society? Such questions constantly confront the music 
teacher in the normal discharge of his duties, in relation~ 
ships with the community, the school administration~ the stu-
dents, and even with parents. Confli·cting educational philo-
sophies such as perennialism, progressivism, essentialism, 
and reconstructionism, are reflected in the attitude of the 
educator toward the students in his charge~ How shall he 
. . 
serve the student--as a potential performer, or as a 
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potential listener or ~onsumer of musio? If his social role 
as teacher ~onfliats with his role as musician, the result 
may be quite frustrating and, indeed, ~ontrary to the 
inherent purposes of education in a free society. It besomes 
necessary, then, for the music educator to stay in tune with 
cultural changes. 
The soaial responsibility of the arts in education, 
as stated by Jarvis, includes the following: 
1. Build the arts in the light of the understandings: 
which mass @ommuni0ation has provided. 
2o Develop tasteful discrimination so that·the mass 
product shall be made aesthetically aeaeptable. 
3. Communicate and demonstrate to individuals the 
personal satisfaations of participation in the fine arts. 
4. Provide a climate in which individuals may emerge 
and receive recognition. 
5. Build aesthetic understanding, 0ompetence, and 
informed public demand to the extent that the world we 
live in will be a beautiful and satisfying one~ 
6a Provide creative and constructive outlets for 
leisure time shich Will contribute to human dignity and 
expression.(l32:19~21) 
The deept-seated problem here is the conflicting 
recognition or rejestion of a sociology of an art of the 
elite, as well as of an art of the masses. It becomes neces~ 
sary for the teacher to recognize and understand the plural-
ity of musical standards involved in a philosophy of general 
music education. Both the behavioral S8ienees and the social 
s0ienees must be utilized in developing an eduaational philo-
sophy which has both meaning and direction., If education is 
the laboratory in which these sciences are tested, then the 
fundamental problem of the school is to determine whether 
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education should maintain the established status quo; or pro-
ceed to uplift the needs of societyo. Stress on the latter 
position has been stimulated by manifold writers.. Packer, 
Huxley, Davis, Warner, Linton, Bruokover, Riesman, Galbraith, 
Hofsteader, vlliite, Morton-~all these and others indicate the 
following directionals for education in the second half of 
the twentieth century: 
1. Knowledge and awareness of contemporary principal 
problems of our age. 
2. Development of knowledge and appreciation of prin-
-
cipal common values, particularly the democratic 
vaiues, which are at stake in struggles over 
educational conservation and change. 
3o Mastery of relevant new social knowledge which 
has not yet been fully applied in educational 
or social practiae. 
4. Understanding of status and role in the molding 
of persons in various social classeso 
Sush dire~tionals are not vague fantasies. The fast 
that no soaiety has an edusational oneness indieates that the 
comprehensive sshool, in this ~ountry, was no aecident. Cur-
rioulum shanges, sinee the turn of the century, show that the 
school very often becomes the determining agent in who shall 
and who shall not succeed. Should not teachers be prepared 
to deal with the problem of breaking social limitations1 
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Galbraith 1 s assertion that mass education is a social, politi-
cal1 and economic force, not a statistic, provides for his 
basic assumption--that the key to production is education~ 
Community thinking rather than individual thinking is neces-
sary, for only when parochialism breaks down and communica-
tion is increased, will the purpose of education-~to produce 
critical ~reductive people-~be realized. Contemporary Soviet 
education serves to illustrate the effect of the school as an 
agency for social change, b'ut also points up the inherent 
danger that a literate population is not necessarily an 
informed one. 
If this democracy is to give rise to change then all 
kinds of alternatives must be examined, academic freedom must 
liberate the inclination for teachers to avoid critical 
issues, and the principle of equality of opportunity must be 
exercised as the right and power of each citizen to interpret 
facts and to be involved in decision making. Such sensitiv-
ity to a much greater role for education places new responsi ..... 
bilities, and new relationships on the educator. Musically, 
·the development of adequ~te criteria for judgments of the 
musical arts, and the expanding functions of aesthetic behav-
ior provide for increasing channels of social rapport, since: 
Without a certain degree of uniformity and continuity 
in norms, no publishing enterprise, no educational sys~ 
tem, no critical standards, no concert organization-~in 
fact, no common social existence would be possible. 
This fact confers on aesthetic taste its social function. 
"" (55:394) 
1/ 
1 
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Barzun concurs with Mueller, and indicates further 
that the present critical state offers new advantageous chal-
lenges for music education: 
' 
.... with the classroom use of discs, the student 
hears what the teacher is talking about, can test its 
truth by comparison and, if need be, neutralize his plat~ 
itudes and prejudices by ear.(6:109) 
Educators can not accept the theory that music is a 
private affair of musicians. The American spirit of critical 
inquiry, and the assertion of the democratic right for par-
ticipation stimulate new educational needs and concerns which 
necessitate an adequate rapport with social phenomena. 
Social Agencies 
According to Kaplan, the reason why music teachers 
are confronted with problems in the social integration of 
music is due partly to the difficulty of reconciling indus-
trial society with aesthetic and humanistic values. He 
divides the musical nature of the community into four agen-
cies or activities--agencies of instruction, agencies of pro-
duction, agencies of distribution, and agencies of consump-
tion. An understanding of these areas is essential in clari-
fying the musical-social schemes, for in each the musician 
and music teacher faces manifold personal and professional 
issues.(l33:47~49) 
A primary breakdoWn of the activities in each agency 
was prepared by a research committee of the Music Educators 
National Conference, as follows: 
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Agencies of instruction: Adult education; con~erva­
tories and private teachers. 
Agencies of production: Community orchestras and 
bands; choirs, choruses, opera groups; industrial units; 
professional groups, American Federation of Musicians, 
Barber shoppers. 
Agencies of distribution: Libraries; music stores; 
government; recreation d'epartments. 
Agencies of consumption: Clubs, homes, hospitals, 
and other institutions; popu+ar art, concert halls.(92: 
18) 
In each category lie concr~te issues and questions 
which involve the status of music education. The committee 
compiled over one hundred and fifty pertinent questions. For 
example, in the secondary area of government, listed under 
the heading of distribution, the question is posed: "What 
bills affecting the arts were passed by the Eighty~Fourth 
Congress, and do they have potential relevance to.musie eduM 
cation?" Similar questioning in this area could possibly 
involve the international exchange of arts, the influence of 
UNESCO, the influence of politics on music, etc. 
Research will reveal that four bills were legi~lated. 
One granted a Federal charter to the National Music Council, 
another tripled the annual budget of the Fine Arts Commission, 
still another made permanent an international cultural 
exchange program, and a final bill established a commission 
to plan for a cultural center in Washington.(l39:28, 94) 
Further expansion in this·general direction includes 
a pl~ for the removal of Federal taxes from music and the 
other arts, the expansion of the Commission of Fine Arts, the 
204 
establishment of a Federal Advisory Commission on· the Arts,· 
and the creation of the office of AssiSitant Secretary of 
State for International Cultura1Relations.(l61:76) It would 
seem that critical develop~ents in the Soviet Union have 
stimulated more than just technological interests in·this. 
country. In 1958, the Soviet Union joined the UNESCO spon-
sored International Society for Music Education, and an 
exchange of information should be forthcoming ~hich should 
provide for further improvement in intercultural relations 
through music education. 
Government legislation has not yet made its impact on 
public school music. Funds of this nature would probably be 
distributed through State Department of Education funds. Ce-m.;;... 
munity music activities will be, apparently, the first to 
benefit. Secretary of Labor Goldberg's recent arbitration 
over the Metropolitan Opera crisis was also the.occasion for 
a general statement on the state of the arts. Said he: 
We must come to accept the arts as a new community . 
responsibility. The arts must assume their place along-
side the accepted responsibilities for health, education 
and welfare. • •• The problems of the performing arts 
in America today are not the problems of decline~ They 
are the problems of a growth so rapid, so tumultuous 
••• as to be almost universally described as an explo-
sion • • . the individual benefactors and patrons just 
arenrt there, as they once were.(l60:41) 
A recent, generous appropriation by the Ford Founda~ 
tion in coordination with the National Music Council has been 
of great aid to the nation 1 s young composers. In 1959, 
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twelve talented composers were selected to establish.them~ 
selves in musical communities for the purpose of creating new 
works especially adapted for mature school needs. Each musi~ 
cian remained in the community for one year, at the end of 
which, his works were given a premi'ere performance. Several 
additional performances in various parts of the country were 
guaranteed by the Council.(l22:39) Results of this social 
experiement have been reported as highly gratifying from both 
a musical as well as an educational point of viewo 
It was the purp0se of this section to indicate the 
directionals of social rapport which must be considere~ in 
formulating a functional philosophy of music education. The 
aesthetic values of music and the social foundations of edu-
cation are not mutually exclusive, but serve to enhance each 
other. The many problems which arise from a closer accord 
between the two give impetus to the assumptions that the 
inherent aesthetic purposes of music education cannot be 
achieved unless the educator embraces the social integration 
of music in a changing society, unless the educator views the 
schooi as an agency of active social change, and unless the 
question of considering society primarily ali! a consumer or a 
connoisseur is philosophically resolved on a humanistic basis~ 
The task for music education remains to define and hence, to 
elaborate on the aesthetic values in relation to the social 
:functions. 
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VI.. SUMMARY OF PHILOSOPHICAL IMPLICATIONS 
FOR CONTEMPORARY MUSIC EDUCATION 
It was noted, in Chapter II, that the search for the 
knowledge of the good is the concern of all philosophical 
inquiry.. Divisions occur 1 however, in the theoretical bases 
of ontology, epistemology, and axiology. The question of how 
the individual may achieve the good forms the intricate web 
of educational philosophy. Four major theories of educa~ 
tional philosophy were considered: the reactionary received 
good, the conservative discovered good, the liberal con~ 
structed good, and the radical reconstructed good. Differ~ 
ences and similarities in educational methodology and in aes,..::. 
thetic doctrines necessitated individual analyses on the 
bases of philosophical, educational, and aestheti.c beliefs 
which form the framework of each theory of the good. Follow-
ing a review of c.ontemporary conflictlil in musical aestheticS" 
-~isolationism, contextualism, and relativi~&m.;.,-the summary of 
Chapter II provided for a critique and digest wherein five 
philosophical levels were identified within the contemporary ) 
J:So L-.q11oW ( gj\}\ ..e. j( ~ W.tf>li.1-l e. 
aesthetic framework. It was determined that~the aesthetic 
theory of the discovered good and hence, was identified under 
the general philosophical level of idealism and realism. Con-
textualism, exemplified by the Platonic educational theory of 
the received good, was categorized under the general 
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philo&ophical level of social reali&m, and was illustrated by 
the extreme example of Soviet music. The aesthetic theory of 
relativilim, commensurate with the educational theories of 
both the constructed and the reconstructed good, were identi-
fied with the general philosophical position of naturalism. 
The pseudo-philosophical levels of complacency and eclecti-
cism were also included, because of the preponderance of such 
beliefs in contemporary society. 
It was the purpose of Chapter III to analyze the 
implications of philosophy and aesthetic value theories for 
contemporary music education. This was effected through a 
review and analysis of the critical literature. The need for 
philosophical inquiry for both the music educator and the 
profession, contemporary philosophical and educational anti~ 
theses, the need for aesthetic emphasis, renewed meanings of 
aesthetic experience and levels of understanding, theories of 
educational criteria for aesthetic values, and socio~cultural 
factors and ililsues, which confro.nt the contemporary music edu-
cator-~all these were considered alii points of research, inves~ 
tigation, and elaboration. 
An effective scheme of music education must be rooted 
firmly in philosophy. This philosophy may stem from one or 
more of the above theories, or may sift through those desir~ 
able aspects of all three for the purpose of cultural recon~ 
struction. The need for a substantial body of beliefs and 
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practices is most urgent. Philosophical analysis se~ves an 
important function by providing substantial bases for educa~ 
tional and musical theories of truth, reality, and value in 
place of mere observation, and in lieu of complacent or 
~ 
eclectic tendencies; for the purpose of philosophy is to 
influence, to disturb, not only to think differently, but to 
behave differently.- As such, philosophical inquiry should 
result in a commitment to action. 
The analyses of antithetical issues in music educa-
. tion indicate the need for a more substantial philosophy of 
~ music education which would be oriented to Poth musical and 
cultural realities, and would be based on aesthetic qonsider-
ationso It was therefore necessary, in Chapter III, to probe, 
in a more detailed manner, into the essential meanings, func~ 
tiona, levels, and standards of the aesthetic experience for 
music education. It was also determined that both the 
~mprovement of discriminatory musical tastes, and the cri-
teria for such taste through interaction with aesthetic 
objects, comprise the educational task. Education must there,.,. 
fore, assist others in becoming critically intelligent about 
the relationship of musical styles and forms, about phenomena 
of musical tone and time, about justifications for musical 
values, and about the humanistic import of music in the aes:$1' 
thetic experience. 
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Three levels of appreciation, or understanding, were 
considered as indicative of the varied responses to musical 
stimuli--the emotional level, the level of general approval, 
and the discriminatory level. It was determined that the 
level of discrimination provided for music education the most 
worthy level on which to function, because of its philosophi-
cal stress for theoretical criteria of aesthetic values. The 
three contemporary theories of musical aesthetic values 
expo~ded in Chapter II-~namely, isolationism, contextualism, 
and relativism--were then analyzed for clarification of their 
respective educationa~ implications. While all three theo-
ries persist in the belief that the function of music educa-
tion must be to raise the level of aesthetic understanding 
toward more complex and subtle musical experiences, the doc-
trine of aesthetic libertinism is adhered to in greater 
degree by relativism. The implications of relativism, unlike 
the other two theories, necessitate new avenues of rapport 
between music education and the social sciences, a view of 
the school as an agency for social change, contemporary 
anthropological investigation, and critical probings into the 
possibilities of cultural value-oriented programs of teacher 
education. The need for critically fresh outlooks have been 
stimulated by the social and cultural issues faced by both 
music and general educators, in a world plagued by economic, 
political, social, and aesthetic concerns. 
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The concept of music in a changing world has only of 
late emerged as vital consideration. Ignoring the socio~ 
cultural aspects tends to stimulate an uneasy apathy and 
sense of complacency among music educators. 
Music does not occur· in isolation, nor can it com-
municate effectively in the confines of a laboratory or 
studio. The particUlar problems of modern music confirm the. 
historical truism, that the musical arts did not develop 
independent of the society in which it existed. The arts 
have always exercised a certain humanizing influence on 
social and cultural existenae. Music educati·on in this ag.e 
of technology is faced with unpreeedented problems which are 
rooted in the social sciences. It becomes necessary, there-
fore, for the music educator to investigate the tools of 
social research, and the changing social factors of the com-
munity, the school, and society, in general. Recent.devel-
opments which call for a closer rapport with the arts, 
include: automation, increased leisure time, the new subur~ 
bia, the new rising middle class, schizoid tendencies rooted 
in psychological anxieties, racial and rellgious group con~ 
flicts, moral and spritual needs, world disarmament tension, 
and the problems· of mass communicative media in insecure 
timesv Further valid research is·needed in musical~socio­
m.etric patterns, and the dynamics of smal·l groups, in the 
validity of music in crime prevention and rehabilitation, in 
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therapeutic music, especially for the aged, in new .avenues of 
teacher preparation, in the carry~over relationships of 
school music to community music, and in fresh philosophic 
inquiry between the disciplines of music and the disciplines 
of the social sciences. Although some music educators are 
less able or willing to face the role of music in contempo-
rary society, the trend toward the emergence of the arts as 
an integral part of the total cultural pattern is clear. 
The music educator may be pleased or dismayed to 
learn that his personal philosophy reflects the aesthetiG 
ideals of Plato, the unfo-ldment of Rousseau, the tabula rasa 
of Locke, the deductive processes of Aristotle, the natural 
selective concept of Darwin, the stimulus~response bond of ·· 
Thorndike, the organismic theories of Wheeler, the divine 
authority of the Church, the pragmatic logic of Dewey, or the 
cultural reconstructionism of Brameld. The .important aspe€t 
of such contemplation lies in the philosophic belief that 
through inquiry with the past and its relation to the present, 
and indeed the future, a synthesis, other than eclecticism, 
can be attained which will evolve from a consideration of the 
above ideas reflecting a basic, common, and universally 
acceptable spectrum of the good. Thus, a philosophy of music 
education can emerge which is meaningful, practical, musie·al, 
and culturally effective. Grounded on such firm philosophical 
and aesthetic principles, music education will then be 
regarded in its proper and most deserving station. 
212 
It was ~tated in Chapter I, that the importance of 
this study rests upon the needs of both the individual and 
the profession to understand the philosophical, to identify 
with the practical, and to speculate with the potential. The 
following concluding chapters will treat the final consider~ 
ation--speculation with the potential. According to the 
method of philosophical inquiry, which has served to guide 
this study, the research has proceeded thus far according to 
the following pattern: 
1. Chapter II: Examination of the various factors 
which are embodied in musical aesthetics, and 
the conflicting views of value theory in the 
musical aesthetics and educational philosophies 
of changing society. 
2. Chapter III: Analyses of the implications of 
aesthetics and philosophy for contemporary 
music education. 
A 
The need remains for the formulation of generaliza-
tions, in full view of the basic assumptions stated in Chap-
ter I, and the logical application of these generalizations. 
Such a synthesis and interpretation will comprise the discus-
sion of Chapter IV. 
CHAPTER IV 
SYNTHESIS AND INTERPRETATION 
The inherent value of philosophical inquiry lies not 
only in the uncovering and presentation of ideas and evidence, 
but also in the speaulative application of the theoretical, 
or philosophical good to a given situation. It will be the 
purpose of this chapter to synthesize the research through 
the formulation of generalizations, and to interpret the syn-
thesis in a speculative program of aesthetically~centered 
music education. 
The synthesis will be approached in a two-fold manner: 
(1) restatement of the basic assumptions, and (2)· formulations 
of generalizations. Thus, the seven basic assumptions, 
stated in Chapter I, and substantiated by the research in 
Chapter II and III, will serve as bases for the formulation 
of broad, interpretative, generalizations. While it is recog-
nized that the assumptions are not mutually exclusive, the 
logical nature of this study warrants a breakdown which would 
permit a more comprehensive analytic treatment. As such, 
each generalization will be formulated from broadly derived 
philosophical and aesthetic concept Iii and should function a&r a 
I 
fundamental principle for further logical and pedagogical 
application. The basic assumptions encompass the two large 
areas of concern-~the philosophical and the educational. 
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Since these assumptions have guided the scope and primary pur-
pose of the research, it follows logic~lly, that concluding 
generalizations should be formulated from the findings embod-
ied in such assumptions. Hence, each generalization, per se, 
has adequate support and substantiation on the basis of this 
research. 
I.. FORMULATION OF GENERALIZATIONS 
A. Basic Assumption: The ·manifold problems in music 
education are involved with aesthetic values--of-the good and 
the bad; the right and the wrong; the beautiful and the ugly; 
the musical and the unmusical. 
Generalizations: 
1. It is in the belief that aesthetic stimulation is 
a necessary facet of life, that musical tastes 
can be developed and that musical experiences 
should be aesthetically oriented, that the edu~ 
cational functions of music should be conceived. 
2. The question of intrinsic and extrinsic musical 
values must be satisfactorily resolved if music 
education is to cope with the contemporary 
crisis-culture. 
3. The manifold problems which face contemporary 
music education may be resolved in a philosophy 
which would be oriented to both musical aesthe-
tics and cultural realities. 
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4. The music educator cannot rationally and demo-
cratically assume and inculcate a dog~atic atti-
tude, which is limited to a fixed outlook of 
the musical good. 
5. Musical criticism necessitates not only a compre-
hension of the meaning of value judgments and 
a commitment to action, but also a satisfactory, 
theoretical basis ~or the evolution of criteria. 
6. Both the formal and the expressive content of 
music must pe considered in evolving a substan-
tial theoretical basis. for artistic and aesthe-
tic merit. 
7. The lack of substantiation for a necessary causal 
relationship between musical stimuli and a par-
ticular mood reaction is a strong argument 
against extra-musical meanings. 
8. Absolute values.and standards tend to stifle aes-
thetic libertinism. 
9. It is necessary for the music educator to cope 
with at least three different level of appreci-
ation in formal and informal education~-the 
emotional level, the level of general approval, 
and the discriminatory level. 
10. Personal or private interests, dependent upon 
habit, desire, or self-interest may tend to 
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distort the intellectual freedom needed in an 
impartial search for aesthetic truth. 
11. Conflicting musical values, with respect to rela~ 
tive and universal values, to school and commu~ 
nity, and to educator and educational agency, 
may result in a state of ambivalence and hence, 
in cultural confusion .. 
B. Basic Assumption: Aesthetic values provide the 
ba.sic premises, the unconscious assumptions, upon which indi~ 
vidual and group musical behavior should be patterned. 
Generalizations: 
1. While it is.difficult to dispute aesthetic tastes, 
their theoretical and philosophical derivations 
may be traced, defined, and deliberated. 
2. In view of the plurality of values and complacent 
social attitudes, the ever..;;.growing need for 
more intensive probings into the aesthetic 
experience in general, and the musical experi-
ence in particular, is paramount for education. 
3.. The psychological purpose of music education 
should be to motivate human behavior in the 
maintainance of high aesthetic standards, 
through an interaction with aesthetic experi-
ences which are Gestalt in nature. 
4. The musically aes·thetic experience becomes educa-
tional when music is contemplated for musical 
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meanings embodied in structure and expression, 
when such experience is nurtured through the 
development of hearing and feeling patterns of 
tension and release, and when the educational 
process culminates in adequate discriminatory 
levels .. 
5. Music educators who insist on aesthetic standards 
are quite likely to be ill-informed concerning 
the aesthetic nature of the musical arts. 
6. The musical arts represent a human need, not as a 
subs~itute for life or an escape from life, but 
as a tonal and temporal expression of man 1 s 
creative, subjective life. 
7. An adequate analysis of aesthetic values indi-
c~tes that the social values of the musical 
arts can not be neglected for the sake of pure 
formal or structural values. 
8. Adequate criteria for value judgments of the musi~ 
cal arts must be developed through education. 
9. A casual acquaintance with so-called great art 
will not in itself develop an aesthetic aware~ 
ness; nor will it assist others in becoming 
critically intelligent about the relationship 
of musical styles and forms, about phenomena 
of tone and time, about justifications for 
aesthetic values, or about the humansitic 
import of music. 
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c. Basic Assumption: Educational institutions, 
social agencies, and political pressures tend to perpetuate 
patterned behavior. 
Generalizations: 
1. The school should enable the individual to par~ 
ticipate fully in the musical life of his time. 
2. In the process of education for aesthetic value 
discrimination, the music educator should 
assume the role of an expert democratic leader. 
3~ It is not the educator 1 s function to dictate 
likes and dislikes, nor to limit the good 
according to preconceived expert knowledge, but 
to present a wide range of music for aesthetic 
analysis and criticism without dogmatic pre~ 
stated judgments. 
4. ~usic education is in need of a renewal of faith 
in the democratic process of value seeking--a 
transevaluation of values, not a conservative 
insistence on a traditional, patterned type of 
musical knowledge and behavior. 
5. Teacher education must provide for the transevalu~ 
ation of cultural and aesthetic values in the 
search for both diverse behavioral patterns and 
common values. 
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6. Fluctuations in the al tern&te stressem of musical 
form and content, when traeed historically, 
serve to illustrate the importance of cultural 
comprehension of the past and the present, in 
terms of dynamic change. 
7. Contemporary educational controls are largely 
socially, politically, and economically oriented 
to a conservative approach which tends to limit 
the full aesthetic potential,. 
D. Hasic Assumption; Music education could be value-
centered, providing for the transevaluation of aesthetic 
values;inste~d of perpetuating conflicting value judgment~4 
Generalizations: 
1. The very complexity of the musical arts indiGates 
the difficulties in assuming any one universal 
notion concerning its significance. 
2. Universal and relative values must be viewed 
along a continuum of values to be focused edu~ 
cationally .. 
3. In regard to the role of music education in up-
lifting the musical needs of society, the edu~ 
cator must view the school as an agency for 
social change .. 
4. The aesthetic function of music in relation to 
other facets of general education should be 
resolved in a non~dogmatic manner. 
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5. Music education should provide for various mean-
ings of aesthetics; that man may feel as well 
as think, create as well as discover. 
6.. Transevaluation of values implies preparation for 
a democr·acy of values, of world outlook, of the 
good life; as such, music education embraces 
humanity in general, rather than a select few. 
7. Since the aesthetic experience results from human 
needs, the task for education is one- of aware-
ness, of acquaintance, and of a developmental 
process of growth and matur~tion. 
B. The developmental function of music education 
should result in an understanding of musical 
works which are progressively more complex, 
abstract, and subtle. 
9. Naturalism, as a desirable philosophical level 
for contemporary music education, implies crit...:.· 
ical .intelligence, standards for adequate evalu-
ations of all types of music through understand-
ing, knowledge, experience, and awareness of-
the aesthetic potential and need in human lif-e 
for constructive, as well as reconstructive pur-
poses. 
E .. · Basic Ass:umption: .. The study of general and educa-
tional philosophy promotes the development of rational bases 
for consistency in value judgments. 
Generalizations: 
1. An effective scheme of music education must be 
rooted firmly in philosophical inquiry. 
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2. The purposes of philosophical inquiry are to 
define, to disturb, to stimulate thinking, to 
initiate behavioral changes, and to generat.e 
the setting of learning. 
3. Philosophical inquiry serves to guide, to direct, 
and to clarify the issues 'and functions of 
music education .. · 
4. Philosophical and educational interest in the 
function of music in a changing society, both 
as a form of human communication and as a real 
human need, may be viewed optimistically, as a 
sign of the increasing concern for aesthetic 
validity and integrity in the musi·cal arts: .. 
5. Aesthetic beliefs closely parallel philosophical-
beliefs of truth, reality, and value. 
6. Since one studies musical aesthetics for explana-
tions of the nature and meaning of music, the 
value criteria by which musical judgments are 
made, the essence of themusical experience, 
and the philosophical and practical problems 
located therein, such inquiry is a necessary 
prerequisite for an aesthetically;;.oriented pro.;.. 
gram of music education. 
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7. The philosophical, or discriminatory level of 
appreciation provides a worthy goal for music 
education, since it involves the development of 
critical attitudes based on theoretical cri-
teria, which depend upon skills, techniques, 
analyses, and general probings into the nature 
and function of music. 
B. Each aesthetic theory of musical value is formu-
lated on a general philosophical Weltanschauung. 
9. Naturalism presents for music education a most 
democratic philosophical endeavor for its 
adherence to the principle of equal opportunity, 
and its sanction for extensive critical examina-
tion. 
F. Basic Assumption: Indifference to philosophical 
inquiry in aesthetic values tends to stifle the full capabil-
ities of the music educator both as a teacher and a human 
being .. 
Generalizations: 
1. The attitudes of complacency and eclecticism must 
be rejected by music educators, because they 
invite apathy and passivity in regard for aes-
thetic values, and because such attitudes tend 
to enhance and complicate antithetical issues. 
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2. The need for a renewed and vigorous pnilosophy of 
music edu~ation is urgent for personal, practi-
cal, professional, musical, and edueational 
purposes. 
3. Indifference to philosophic and aesthetic inquiry 
has stimUlated contemporary eduaational prob-
lems and has prolonged their resolution. 
4. All aspects of the music education program should 
be examined in terms of the aesthetic experi~ 
ence. 
5. The task of music education in approaching socio-
aesthetic realities·is largely attitudinal, 
involving both willingness and desire. 
6. Indifference to philosophical inquiry is often 
accompanied by- a lack of constructive, consist-
ent and compelling values which serve to organ~ 
ize musical, personal, and social life. 
7. Since the "authorities" in music education cannot 
be regarded as infallible, it behooves the indi-
vidual educator to indulge in a contemplative, 
self-inquiring searah for values. 
c. Basic Assumption: The study of musical values, 
in general, utilizes an interdisciplinary approach which 
bears not only philosophy, but also upon the-disciplines of 
related areas--cultural anthropology, psychology, economics, 
sociology, and political science. 
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Generalizations: 
1. Contemporary music education can no longer be con-
sidered in isolation from the changing critical 
value patterns and needs of society, in general, 
and the community, in particular. 
2. A practical philosophy of music education must 
recognize the contemporary cultural age, the 
plurality of values, and the ever~widening 
breadth and depth of the human aesthetic func.:.. 
tion" 
3. The social functions of the arts in communication, 
in indefinable beauty, in common social inter-
ests and needs, in relaxation, and in.therapy, 
provide new insights for analysis by the music 
educator using the tools of social research. 
/ The question of an art for the elite and an art 
for the masses can be resolved in the human-
istic view of society as primarily, a consumer; 
consequently, the role of education should be 
that of uplifting socio-musical needs--to pro~ 
duce critical, productive people. 
5. A democratic philosop:hy of music education must 
insure a transevaluation of aesthetic values, 
and an attitude of free inquiry which would cut 
acrosa. socio~cultural boundaries and would 
invite interdisciplinary approaches. 
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6. The need for aesthetic libertinism has been stimu-
lated by changes in social, leisure, and eco-
nomic life, which have made musical objecta 
available to the masses in great variety and 
quantity. 
7. Music is not metaphysics, not mathematics, not 
ethics, not politics, and not religion, but may 
embrace all these, and emerge, collectively, 
into a cultural phenomenon of aesthetic commu..:... 
nication. 
8. If music is a necessary part of the aesthetic 
experiences of life, then the educational taska 
for musical understanding, for musical literacy, 
for leisure time pursuits, for mecnanized liv~ 
ing, and for international understanding must 
be defined, elaborated, and activated. 
9. The music educator cannot afford to divorce him-
self from those socio~economic realities and 
determinants which exert such an influential, 
conditioning force on mass values. 
10. The academic preparation of the music educator 
must not only be of a high musical caliber, but 
must a.lso provide for the broad exploration of 
theoretical value commitments which serve aa 
guides in the philosophical resolution of con.;.. 
flicts. 
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The interpretative generalizations above, provide the 
logical, guiding principles for the aesthetically-centered 
functions of contemporary music educatione It is recognized 
that as such, they serve as a substantial theoretical frame-
work which must be further elaborated and refined, through 
additional studies, before a valid commitment to pedagogical 
action can occur. However, since philosophical inquiry and 
the study of aesthetic values imply a logical commitment to 
action, it is both justifiable and necessary to project and· 
speculate with the potential of the above generalizations. 
The section which follows will present such a positive, cri-
tical, and desirable approach for contemporary music educa-
tion. 
II. A SPECULATIVE INTERPRETATION 
Music is a vital adjunct to human life because of its 
aesthetic implications. As such, the serious study of music 
is deserving of status in both formal and informal aspects. 
Since value criteria for the musically aesthetic experience 
emerge from the philosophical, hence axiological search for 
the good in a given historical and cultural era, music edu-
cation, to function aesthetically, must provide for the real~ 
istic importance of values in terms of contemporary changing 
culture. Consequently, philosophical_ levels of aesthetic 
values-~complacency, eclecticism, social realism, idealism, 
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and naturalism--were examined for their respective validity 
of musical tenets, not in isolation, but in a humanistic 
sense .. 
The manifold problems which confront music education 
today are somewhat unique because of unprecedented crises 
which culturally affect contempor~y society. It is under-
standable then, that renewed insights and a fresh affirmation 
in the aesthetic phases of music have become of dominant con~ 
cern to individuals in diverse fields of study. 
It was necessary, in this study, in order to delve 
into the somewhat perplexing riddles of contemporary music 
education, to inquire and to probe into various interrelated 
disciplines, to reduce issues to aesthetic .components in 
termsof the philosophical quest for truth, reality, and 
value; and through philosophic inquiry in view of the dynamics 
of cultural change, to reevaluate tradi tiohal practices, in 
order to form a theoretical aesthetic framework which is 
musically, educationally and c~lturally secure. The propos~ 
als which follow constitute an interpretation of the derived 
generalizations, in full recognition of the specific areas 
which still remain in need of fu:bther clarification and inten-
sive research. As such, the interpretation necessarily 
assumes a speculative validity which is largely supported· by 
the findings of the present research, and therefore, is sub-
ject to change or verification on the basis of subsequent 
research, evidence, and experimentation. 
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Although the theoretical nature of this study would 
suggest a logical rather than a pedagogical emphasis for 
interpretation, the latter Will be treated in a lesser degree, 
wherever necessary for purposes of clarification. The dis~ 
cussion will be organized along five avenues of approach--(1) 
philosophical orientation, (2) interpretation of antitheses, 
(3) curricular development, (4) education and society, (5) 
teacher education. 
Philo so phi cal Orientation_ 
If art functions to contribute to the good life of 
man, then mankind is subsequently in the best position to 
judge the inherent qualities of enrichment. Music education 
must provide the means and power to control what happens to 
an individual musically. If a society gains strength by 
accurately measuring its weaknesses, then all critical issues 
--intellectual, scientific, moral, and aesthetic..;.-which.bear 
on the welfare of the organic functioning of society must 
undergo evaluation. Music education functions.then to sepa~ 
rate specific and generic factors, to develop capacities for 
understanding and evaluating subtle, complex, and abstract 
works of art. If aesthetic experiences contribute toward a 
better-ordered society, then music cannot be regarded in iso..:. 
lation from other modes of experience. Music education as an 
aesthetic discipline must serve to color and infuse the intel-
lectual and the scientific.. Indeed, if art is necessary for 
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the good life then educational conditions must be fostered 
under which it can function suceessfully, unprejudiced by dog-
matic assertions of final verbalisms, neutralized by compara-
tive truths of historical and cultural realities, and demo-
cratically presented as important for every human being and 
culture, not as a specialty reserved for the talented. 
Since the subjective effect of tone on emotive 
behavior has not been adequately developed or demonstrated, 
and since purist concepts of absolute musical value negate 
the emotive or expressive qualities for the structural, both 
are considered here, as inadequate, persse, for a democratic 
program of music education, which is faced foremost with the 
problem of a plurality of values. The logical and psycholo-
gical function of musical symbolic transformation, while 
refuting specific connotations of questionable extra-musical 
meanings, does not, as such, provide for variance in critical 
musical attitudes which may be theoretically, and relatively 
justified. Such variety and elasticity in musical values 
suggest not only a more humanistic approach to criticism, but 
also imply a transevaluation of cultural, historical, psycho-
logical, and musical evidence, culminating in a theoretical 
basis of aesthetic values which avoids dogmatism and recog-
nizes a plurality of values. 
Relativism, as a theoretical basis for aesthetic musi-
cal experience, is desirable for music education, because it 
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blends the genuine insights of both isolationism and contex-
tualism by avoiding mythical absolute values and irrespon-
sible preferences through interrelated emphasis on the ration-
ality of both positions, in full view of the contemporary 
status guo. Philosophically, the theory of relativism is con~ 
sistent with the ontological, epistemological and axiological 
beliefs of natUralism. If music education is to function on 
the principles of equal opportunity, common education, aca-
demic freedom, consensus of opinion, and democratic separa-
tion of church and state, then the values of music cannot 
. logically be considered as universal, fixed, God~given, nor 
purely sensuous. In order to cope with contemporary musical 
problems, a natural, this.::..worldly ontology is fundamental. 
Truth must be based on empirically tested evidence which 
would utilize both specific and generic factors, and values 
must be considered in terms .. of dynamic cultural phenomena of 
aesthetic and humanistic communication. 
It is in the very desire for improvement, the need 
for education, the need for the cultivation of musical tastes 
and critical standards conditioned by the cultural and rela~ 
tive nature of values, that music education should embrace 
the philosophical level of naturalism and the aesthetic the-
ory of relativism. The beliefs that criteria are tentative, 
that value scales are relevant to intended purposes, that 
individuals differ in nature, that standards are relative to 
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time and place oul t'lirally determined and0 equally valid--all 
these provide the music educator with an open mind which is, 
in effect, a humanistic endorsement of mental, spiritual, and 
artistic differences. Such a philosophical and aesthetic 
. . 
framework would avoid comparing the incomparable and would 
shun the dangers of parochialism and ethnocentrism, not only 
in school instruction,per se, but in departmental and inter-
departmental relations, in community relations, in perform~ 
ance, in personal study, in social behavior, in the motiva~ 
tion and acquirement of learning, and in personal philosophi-
cal problems of life. Certainly naturalism and relativism 
contain utopian elements which serve as reconstructive guides 
for the renascence of contemporary society, but such cultural 
myths may be viewed broadly as indications of the increasing 
concern for aesthetic validity and integrity. History pro-
vides numberous examples which verify that the role of the 
utopian myth has often provided· a springboard from which 
ideas and realities have emerged,. Hence, speculation with 
such utopian elements must be regarded with proper concern by 
music education, for without faith in the search for a.esthe.:.:; 
tic bett~rment through education the future of music educa-
tion is nebulous, indeed. 
Fortified·with the axioms of logical relativism and 
psychological relativism~ namely that human valuations are 
dependent upon sound criteria, and that individual opinion 
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should not demand universal or absolute validity, the music 
educator may approach his task with firm assurance, for the 
11 steps :to Parnassus', "-~the desired level of discriminati9·n-""' 
are worthy, challenging, and attainable. Both naturalism and 
its axiological counterpart, relativism, recognize the com-
plex problems in applying logical and positivistic methods to 
aesthetic theories, and therefore, contend that the solution 
to the conflict over form and content is not determined by 
the adherence to one and rejection of the other, but through 
the interaction of both~ The level of discrimination, 
although deemed worthy by isolationist and contextualist the~ 
aries as well, is summarized for relativism as follows: 
1. Potential values of music are to a degree depend-
ent upon the experiencing subject. Conditioned, 
cultural factors which determine the kind and 
amount of stress~release and norm-deviant 
behavioral patterns psychologically al:i!count for 
the variation and plurality of standards both 
within a given culture and from one cultural 
sphere to· another. Hence, musical experience. 
is based upon learned responses. 
2. Relativism recognizes the differentiation between 
mere liking and valuing~ The goal of raising 
the general level of aesthetic understanding 
to"\'Tard more complex, abstract, and subtle 
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musical experiences ~annot be realized by pure 
sensuousness nor by purely atruetural ~oneernff. 
Both external and absolute value standards are 
considered in relation to.the aubjeot~objest 
situation, 
3. The axioms of logical and payshological relativ~ 
ism provide for empirisal verifiaation with 
diverse expert appraisals, which are binding 
for specified groups in a partigular eultural 
and historical era. Such relevancy of eriteria 
represents not only a fusion of aontent and 
form, but also a blend of traditional fa~tora 
and aommon experienGea. 
Edueationally, naturalism presents a moat desirable 
philosophical level for several reasons: 
1. The naturaliatta faith in the prineiple of equal-
ity of opportunity, in the insistence on 8riti-
eal examination and subsequent modifieation and 
alteration, in the common good as well as in 
the dissenting and innovating minority~~all 
these are in harmony with realistic eduoational 
' implieations for consensus, Ghange~ and adapta-
tion. 
2. Aeathetie libertinism as a desirable sogial goal 
requires both musical and eultural understandings, 
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for the.naturalist resognizes the funetion of 
musieal aestheti~s in terms of human values and 
funGtions. While the needs of sosiety are :pri~ 
marily aonsumer needs, the edusational role of 
the expert is that of guidance, direBtion, and 
demooratie eonnoisseurshi:p. 
3. Naturalism reeognizes a soeial responsibility to 
the modern composer and to the aesthetie and 
sosial :purposes of modern sooiety. Edusation 
must funstion in a.manner which would tend to 
brea~h the prevailing. cultural lag. Sosial, 
eoonomie, and :political forees whish would hin-
der or impede a sosial rapport of the arts must 
be publicly exposed and remedied through demo-
eratie means-~evidenee, eonsensus, sritieism, 
agreement and legislation. 
4. The sehool must be viewed as an ageney for soeial 
~hange, for oritieal examination of eontem:po~ 
rary soeiety--its musieally aesthetio needs, 
issues, pressures, and goals--for investigation 
of the status quo philosophy, and for the pro-
motion of the aesthetie funotions of the arts 
in a better~ordered soeiety. Certainly open-
mindedness and an ~ttitude for free-inquiry pro-
vide the bases for such instruetion. 
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The function of music education under such a banner 
is not to transmit facts about music per se, not to entertain, 
not personal glorification, not a specialized study for the· -
talented, nor a 11 fringe;:.area 11 study Which has been illogically 
separated from so~called academic disciplines. It was deter-
mined, in this study, prim~rily, that contemporary music edu.::. 
cation must function on aesthetic considerations which are at 
once musical and humanistic. It was also determined that the 
level of discrimination, which, in essence, characterizes the 
aesthetic experience, was a worthy and functional goal for 
music education. Further, since music education must assist 
others in acquiring critical intelligence about musical 
styles and forms, about theoretical justifications for value 
commitments, and about the social and humanistic import of 
music in the aesthetic experience of man, then the naturalist-
relativist doctrine of aesthetic libertinism is valid as a 
democratic, philosophical and aesthetic basis for contempo-
rary music education. 
Interpretation of I'ssues 
A speculative program of music education must be 
grounded on a proposed philosophical orientation. In this 
manner a logical framework is effected so that practical 
needs and problems may be-analyzed critically and consist--
ently. The four antithetical issues which were expounded in 
Chapter III, will be treated below, in reference to the 
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doctrines of naturalism and relativism, and in terms of a 
desirable approach to aesthetically-aentered musie edueation. 
Specialization and general·musia~ The issue of spe-
cialized or generalized-musie eduliation san not be resolved 
with an either~or attitude. Neither should be negle~ted for 
the purpose of enhancing the other.r since the social and art-
istic betterment of society requires a three~fold ooncern~­
the composer, the performer, and the consumer. But it is on 
the consumer that the responsibility of contemporary musie 
education must focus .attention, for musical culture at all 
levels of society are affected direetly and indirectly by 
mass musical understanding and values. It should be the func-
tion of public sehool music eduaation, through an artieulated 
program of required general music-~on both elementary and 
secondary levels.;....-to provide to all, instruction, which would 
encompass such musically desirable.aeethetic growth and devel-
opment, that a musically literate and informed soeiety could 
indeed by a reality. SUch a goal ~mplies that general music 
is worthy for inclusion as a liberal study in higher educa-
tion, in order that more subtle, i~ovating, and abstract 
facets of music may be explored by. that major·i ty, which will 
in short time assume diverse, non.::.musioal duties in society. 
The scope of study in general music could conceivably 
be fashioned along the following broad lines of funetion: 
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1. General music should provide for the development 
of aesthetic sensitivity and musical understand~ 
ings through active involvement in listening, 
singing, and instrumental activities. Atten-
tion to the expressive qualities of stress~ 
release patterns, to structural forms, to the 
literature of musi~, to the development of musi-
oal skills whieh point up understanding-.::.all 
these form a nucleus for general music at all 
levels. 
2. General music at the secondary and eollege levels 
should encompass, in addition to the above, 
insights and probings into the contemporary 
problems and meaning of art, the aesthetic 
implications of the cultural myth; the social 
foundations of art and the economic and politi-
cal controls of artistic ideas. 
3. Gener~l music should provide for the development 
of discriminate habits of listening to musical 
v1orks which are progressively more difficult to 
perceive aesthetically, Such habits. of under~ 
standing must not be diluted by literal 
assigned connotations, programmatic ideas, immu-
table values and false iconographic implications. 
Content must be recognized in variance with the 
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musical organization, hence grasping a Gestalt 
necessarily depends upon habits of familiarity 
which are learned cultural phenomena, rather 
than natural ones. Habits of suspended judg~ 
menta, revised opinions, the search for rela-
tionships, within one work, and from i'rork to 
work produce realizations that better art doea 
not occur accidentally, but in sincere purpose-
fulness and rationality. Listening habi ts.c 
which ~e active and apperceptive will foster 
a greater concern for artistic significance, 
rather than mere sensuous pleasure. The natur-
alist recognizes that the capacity for abstract 
listening in musical matters is possessed by 
the uneducated listener. It remains the task 
of music .education to nurture and develop such 
sensitive listening through a program of gen~ 
eral music. 
4. General music shoul& provide opportunities for a 
transevaluation of musical styles and aesthetic 
premises within the relative historical and cul-
tural context. The goal of musical understand-
ing suggests and indeed, demands that the study 
scope of musical literature be extended to 
include music.of the pre-baroque eras, music of 
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the Oriental cultures, contemporary experi-
mental music, music of the Socialist Realism, 
and so.:-called 11 popular 11 music. The axiom of 
logical relativism requires a presentation of 
all musical evidence for purposes of comparable 
and incomparable distinctions_ 
The above interpretation of general music does not 
negate the enjoyment aspects of music. On the contrary, it 
·strongly points up the consideration that true and meaningful 
enjoyment occurs with the parallel growth in musical under~ 
standing. Viewed in such a manner, education can provide for 
sensuous satisfactions and musical exhilarations which are 
validly identified with the aesthetic musical experience. 
Specialized music is an outgrowth of general music, 
not a substitute. Specialized activities should include not 
only instrumental lessons or participation in a select madri~ 
gal group, but also opportunity ~or further creative endeav-
ors with composition, historical research, experimentation 
with musical acoustics, and team projects involved in commu-
nity musical research and development. The goals of general 
music carried over into the rehearsal rooms of special per-
formance groups create an ideal laboratory for more stimulat-
ing evaluations, for empirical analyses, and for greater aes..::. 
thetic understanding. Performance, per se, becomes, under 
such educational conditions, a truly communicative a~fair 
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which is based on common learnings in the social setting .of 
the :performer, the listener, and ideally.!' the composer. For 
such reasons, the general music :program pro~ides a most demo~ 
cratic and highly desirable musical environment from which 
may spring the specially gifted and musically-academically t 
talented.!' for whom a more -intensive :preparation in all 
aspects of .music is certainly noteworthy. 
-Departmentalization and integration.. The problem of 
departmentalization-and integration may indeed fall into 
Broudyts classification of 11 pathological specialism," for 
also the, question of whether music. or the child is being 
taught can not be resolved "lith an either--or attitude. While 
the music educator must be convinced of the worth and need 
for his art, his philosophic orientation must be convincing 
enough so that a humanistic attitude permeates his inter.:. 
relationships with· others. Such an attitude does .not need- __ 
lessly dilute the integrity of music as an art, nor, by the. 
same token, is it logical to view the social integration of 
the arts with adverse alarm. The history and philosophy of 
music reveal that this art, in a cult1:U'al, relative sense, 
cannot be understood in isolation from those social and polit-
ical factors which generated the creative impulses. Hence, 
just as the study of Oriental musical aesthetics would nor-
mally result in a more intelligent. and productive understand-
ing of Oriental culture, similarly a study of Oriental 
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culture enhances and vivifies the meaning and understanding 
of Oriental musical aesthetics. The danger lies in pseudo.:.. 
musical cultural interpretations, or in ethnocentric dogma-
tisms which would claim for Western music those values which 
are absolute and other~worldly. 
The goals which stimulate the general music program 
towards aesthetic needs should serve as directionals for the 
determination of departmental and integrative problems. If 
music can enhance and enrich other study areas, then the par~ 
ticular music used for such purpose must be judiciously 
selected for its aesthetic and musical validity. The exhaust-
ive efforts of contemporary musicologists have resulted in a 
storehouse of recorded materials from earlier periods of 
Western music and from other cultures which have been barely 
tapped by music educators as potential resource matter~· --Such 
a situation indicates the lack of integrated efforts on the 
part of composers, musicologists, and educators to blend com.:;. 
mon efforts for social and musical betterment. That such ~ap~ 
port was evident during the Renaissance ;and Baroque periods 
points up renewed possibilities for contemporary music. 
Intrinsic and extrinsic values-. The anti thesis-· 
involving the intrinsic and extrinsic values of music 
requires for its resolution, in terms of the educational 
implications; a deeper philosophical and psychological insight 
than perhaps would be needed for interpretation of other 
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issues.. The lack of substantial evidence concerning the 
extra-musical physical and social 11benefits 11 of music, the 
conflicting theories of musical aesthetics wh~ch tend to 
ensnare musical values in verbose statements of isolated and 
contextual confinement.s, the Platonic overtones of c·i t:izen-
ship in Socialist Realism, the instrumental values of music 
in terms of recreation, leisure, and utili tvian purposes, 
the therapeutic musical values to the handicapped,·· the men-
tally ill, and the criminally delinquent.:...-all these present 
entanglements which confront the music educator in formulat-
ing a speculative philosophical and developmental interpreta-· 
tion for education. 
It has been emphasized that any program of music edu~ 
cation) which is philosophically orient~d to aesthetic values, 
must carefully balance those activities, experiences, and 
study approaches which detract from aesthetic goals in musi,;.:, 
cal understanding, discrimination, and participation. By the 
relatively simple process of mere observance, scores of musi.;.. 
cal 11benef'its 11 may be noted--in restaurants, in factories,· in 
dentist 1 s offices, in railroad stations; as sensual aids to 
study, to worship, to relaxation, to drama productions, to 
sleep, to spectac·tacles on parade, to dancing, to football 
games,_, to patriotic zeal and revolutionary fervor, to birth 
and death. Who can deny the social values of music in any· 
such context? Certainly the music educator who recognizes 
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the importance of the social rapport of the arts must agree 
that music has served society in the ways listed above~ How-
ever, in proceeding from the musical dilemma to the needs of 
society, the educational implications become clearer. 
Relativism recognizes the needs for improvement, for 
cultural and aesthetic awareness, for greater understanding 
and higher levels of discrimination which yield the richness. 
of more abstract musical experiences. The naturalist rs faith 
in manra capacity and ability to cope with such levels of 
attainment provides the philosophical fuel for t~e educa~ 
tional task. Without such beliefs in the function of music 
education, there is truly no substantial basis for mass pub-
lie education in music. The sufficient role of the private 
teacher, the self.:::.taught jazz musician, the 11 ove:rnight 11 com-
poser of the hit popular song, the erratic fluctuation of 
musical fads, the existence of community banda and choirs not 
stimulated by school music, and the conservative complacency 
of the general public toward. economic and political musical 
pressures, are all indicative of the fact that music will 
claim its social rapport with or without music education. 
The deg~ of rapport however, will be determined through the 
educational process. 
' Until such a time when sufficient knowledge of extra~ 
musical values becomes available through extensive research, 
the educator does positive harm to aesthetic learning by 
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making false and inadequate claims aoncerning the direct 
values which may be accrued from musical study or musical par-
ticipation. There is adequate reason however, for the intense 
conside~ation of this question in mature classes of general 
music. Such axiological problems offer excellent contempo-
rary issues for educational analysis. 
Classroom teacher and special music teacher. The 
final issue for discussion, which by no means;_ completes-, the 
diagnostic possibilities for·problem areas in music .education, 
concerns the role of the self-contained classroom teacher. 
It should be. clear, at this point, that aesthetic music edu-
cation geared to the philosophical level of naturalism and 
the aesthetics of relat.ivism demands a type of educatio·n which 
is of the highest calibre. Such education also requires a 
type of educator who is not only dedicated to the inherent 
values of aes.thetic education for the betterment of society, 
but is also musically sensitive himself to such values. The 
musical preparation of this individual must be aD e·xtensive 
and enriched as to cope with the theoretical and pedagogical 
difficulties through demonstration, sensitivity to musicaJ. 
structure, musical elements, nuances, cultural phenomena of 
scale constructions, harmonic systems, norm.=.-deviant patterns 
both in Western music and in other- musical systems, and 
experimental tendencies of contemporary music. In order not 
to limit the creative capacity of younger children, for 
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example, he himself must be a highly creative individual for 
whom music is a natural,· communicative aesthetic expression~ 
Since the section on teacher preparation will elaborate on 
this matter, suffice it to say, at this point, that he, who 
would be charged with the responsibility for aesthetic music 
education, must l;:le professionally prepared) for the key to 
successful implementation of any program of music education 
eventually resides in superior teaching~ 
The casual acquaintance with music which so often 
characterizes the type of musical instruction available to 
potential classroom teachers, is, __ on the whole, insignificant 
and insufficient for aesthetic music education. Since the 
trend seems to be in thedirection of even less musical pre.::. 
paration, in terms of preparatory college class hour·s,. and 
since certification requirements have not explicitly been con-
cerned with the music credentials of the elementary classroom 
teacher, a situation has occurred which necessitates r,adical, 
progressive thinking. If elementary music education is to 
provide the foundational levels of aesthetic education, ·if 
equality of opportunity is to be a reality rather than a slo-
gan, if there is to be a secure impl.ementation of this specu-
lative interpretation of value-centered music education, then 
such education must be directed and nurtured through the 
music educator who is sufficiently prepared •. Certainly, sanc-
tion for this proposal can be obtained from :m:usici.ans) ·music 
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educators, classroom teachers, administrators, and even lay 
people. False rationalizations involving economic fallacies 
can no longer be logically applied. When the problem is 
dealt with in terms of the desirable type of education pro-
posed in this interpretation then the logical practice of 
pfuacing a music specialist in every elementary school becomes 
a matter of will rather than feasibility. 
Finally, if a developmental program of aesthetic 
music education were to become a reality, then the student 
product of such learnings would be, educationally and musi~ 
cally, sound prospects for consideration as self~contained 
classroom music teachers. They would have experienced, per-
sonally, a highly charged program of general music which 
would serve them not only as members of society, but also as 
future teachers. It seems ironical, in the present higher 
educational system of music for the classroom teacher, that 
rudiments of musical literacy must be taught, that musical 
inhibitions and fears must be thwarted, and that the aims, 
objectives, goals, functions, and means must be clarified. 
Surely, at least such desirable understandings and abilities 
should be available to the student in higher education as well 
as to the lay community. 
Curricular Development 
It has been established that musical experience is 
not based on universal responses to tonal and temporal 
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materials:~ but acquired through education.. Musical. under-
standing as a desirable end may be achieved by the cultiva~ 
tion of proper habit responses, primarily in musical perform~ 
ance and in musical listening, with fundamental regard to the 
study of music as a literature and as an aesthetic discipline. 
The curricular organization of this proposed specula-
tive interpretation would be developmental in nature and in 
sequence, framed along the following general concepts: 
1. A developmental curriculum recognizes that growth 
in the perception of musical stimuli requires_ 
direct interaction with those stimuli. Active 
participation in reading, playing, and listen~ 
ing skills, in which stress is placed on both 
expressiveness and structural techniques, 
should result in greater perception and appre~ 
hension of musical meanings. 
2. The developmental process implies musical growth 
and maturation in aesthetic analysis and judg--
ment. The educator must plan a sequence of 
learning which is flexible and commensurate 
with student abilities, background, preferences, 
and interests. The meanings of musical con-
cepts grow with appropriate levels of matura-
tion. 
3. Programs of music education should be planned 
according to a cyclical approach, proceeding 
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in a Gestalt manner from wholes, to sub-wholes, 
to new wholes. In like manner, the transfer of 
musical learning from grade to grade must be 
achieved, so that a more mature development and 
testing of acquired generalizations can occur 
with increased applications to less obvious 
forms of musical expression. 
4. The desirable level of musical discrimination 
must provide for continued growth and·flexibil-
ity for future change. Hence, while the level 
of discrimination requires constant growth and 
creative productive phases in the development 
of techniques, the emotional level requires 
little cultivation. 
5. While exclusiveness may be necessary at some 
stage for the purpose of directing attention to 
aspects of form, melodic line, phrasing, dyna-
mics, or patterns of tension of release, such 
aspects of musical meanings should not be lao-
from musical entities. By the same token, con~ 
notative and imaginative elements may contrib-
ute to the life of the whole and when judi~ 
ciously applied, especially with younger 
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~hildren, tend to bridge the gap from the eon~ 
crete to the abstraet. 
6. Aesthetic analysis involves more than mere listen~ 
ing to musie. Adequate analysis does not mean 
atomistiG learning, and should not destroy 
awareness for feeling factors. Henae, a sensi~ 
tivity to form and design must, for aesthetie 
completeness, be accompanied by the perGeption 
of tonal and rhythmic tendeneies and the manner 
in whieh their manipulation tends to arouse 
musical expectations and resolutions. 
7. A transevaluation of relative values implies that 
education should cultivate a spirit of open~ 
mindedness tovTard the relative merits of SO"'-
called 11 popular 11 and. serious music, music of 
all historical periods, and functional music, 
so that comparisons, where logical, may be made 
for aesthetic validity.. The intellectual shock 
which occurs when secondary students discover 
that moat of the familiar popular tunes are 
ground out in such obvious form and in such 
trite expressive meaning, serves to dispel com-
placent attitudes, to promote the desire for 
the less simple, and to create the intelligent 
awareness. that the truly aesthetic object 
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demands study and applied understanding. A 
comparison of many styles and kinds of jazz 
through contemporary progressive experiments 
will point up similar problems of comprehension. 
The complexity of modern jazz--its uses of 
multi..:.:..rhythms, atonal effects, new sonorities, 
poly~harmonies, quarter-tone effects, etc •• 
--calls for higher levels of discrimination. 
'" . 
It may be stated, the problems of modern jazz 
parallel, in some ways, the problems of contem-
porary serious music-~both are confronted with 
an illiterate and uninformed consumer, who demoM 
cratically insists upon making value judgments, 
but lacks the musical aesthetic powers for -. 
valid discrimination. 
8. Creative endeavors for both the general and the 
specialized student should be fostered as natu-
ral outgrowths of the developmental process. 
Experimentation with form, melodic line, rhyth~ 
mic possibilities, harmonic color, tonal color, 
and serious musical composition are all valid 
kinds of music~l experiences which lead to per~ 
ception and change in musical behavior~ In 
place of the traditional notebooks and scrap-
books so familiar in general music classes, 
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assignments and projects should aid in musical 
growth. Simple contrapuntal composition to 
highlight understandings of sixteenth. century 
music, experimentation with tone~rows and their 
atonal manipulations in understanding contempo-
rary twelvewtone techniques, experimentation 
with microtones, tape recorders, electronics, 
structural forms, techniques of early organum, 
techniques of jazz improvization, techniques in 
the historical treatment and dynamic change of 
the dissonance, comparisons of quartal and ter-
tian harmonies for patterns of stress-release 
and need for resolution, experimentation with 
the early modes, pentatonic and whole-tone 
scales, the musical values in the changing cha-
racter of the recitative from Monteverdi 
through Schoenberg, techniques of score~reading, 
verification of the development of Western 
music through the harmonic overtone series--all 
these provide examples of the manifold possi~ 
bilities for musical exploration in an aesthe~ 
tic program of music education which centers 
about the value study of music as a literature. 
9. The developmental program reaches a most signigi.:.. 
cant level in the college liberal arts course 
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where more academic, philosophical, and social 
aspect~ of the plurality of values may be 
examined. A problems approach might be uti-
lized which would place stress on community 
research, critical transevaluations at the 
level of discrimination fostering individual 
theoretical and practical opinions:, and on the 
aesthetic problems of more controversial con-
temporary music, involving issues relative to· 
composition; performance, and social consump-
tion. In addition, such a general music course 
would continue the development and growth of 
the aesthetic~apperceptive process on higher 
planes of abstractness utilizing live perform~ 
ance, visiting composers and scholars, field 
trips to experimental stations both here and 
abroad, and to important world centers of musi~ 
cal culture. As such, courses of this nature 
belong, in truth as well as in title, to the so-
called humanities branch of higher learning •. 
Equipped with a lay public of this vintage, 
music education will have realized its inherent 
aesthetic purposes and obligations. to society. 
On the other hand, the obligations of the mas-. 
sea to aesthetic and musical truth, reality, 
and value will have been also fulfilled to a 
large extent. 
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lOo A developmental program of aesthetic education 
should provide for the additional maturation or 
specialized instrumental and choral groups, a5 
well as for increased concern and careful atten~ 
tion to the musical and .creative needs of the 
musically gifted. It has been established that 
such instruction develops from the general 
music core. The inherent purpose of special~ 
ized musical education should be to extend the 
breadth and depth or ~usieianship beyond the 
physical 1 academic, and-practical limitations 
of general music, not to provide Iii. 11 feeder-
system11 for instrumental and choral ensembles_, 
but for goals of aesthetic perception on higher 
levels of maturity through performance 8.!ld com.::. 
position. However, the values of general music 
still permeate all spe~ialized activities, so 
that all aspects of the curriculum may support 
the philosophical objectives. 
Instrumental classes, elementary and advanced, require 
instruction which is of high calibre. Especially at begin.::. 
ning le.vels are expressive aural concepts of performance and 
demonstration important. Educators who teach in the 
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instrumental specialties must also show sufficient perform-
ance ability. It is too much to assume that individuals can 
learn to perform adequately on all standard band and orches-
tral instruments in the rather brief time allotted to teacher 
preparationM Where such needs arise, staff instruction 
should be increased in.number and in instrumental specialty. 
However, it is paramount that such instrumental teachers, as 
well as private teachers, who may be involved in the school 
situation, understand the aesthetic functions and goals which 
serve to direct the total program of music education. 
Group instrumental and vocal activities provide labo-
ratory conditions which are conducive to active participation. 
Rehearsals then become excellent opportunities for applied 
understandings, for new theoretical knowledge, and for exten-
sive readings and evaluations of an abundant amount and 
varied kinds of music. Performances should be the resUlt of 
rehearsal study, reflecting values, attitudes, and levels of 
mature aesthetic perception, not for extra-musical purposes 
or pure entertainment situations. The valuable time and aes ..... 
thetic musical calibre involved in the preparation and per~ 
formance of marching, football, and pep bands are seriously 
open to question for inclusion in an educational program of 
aesthetic development. 
The purposes of choral music are identical. Both the 
instrumental and choral fields of musical activity stem from 
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the recognition of music study as a li ters,ture, which yields 
greater rewards through participation and understanding. Con-
sequently, interdepartmental friction, which is so often 
stimulated by conflicting, narrow musical interests and per-
formance pressures, are avoided through common goals and 
objectives;. Each specialty bears heavily on the other in 
view of a mutual concern over musical growth and overlap in 
the general music setting. Hence, growth and development of 
musical maturity under a common philosophical and aesthetic 
system of values, tends to foster a liberated sphere of oper-
ation for the educational enterprise. Such a setting gener~ · 
ates not only a wholesome, exciting learning situation for 
the general public and the selected few, but also provides a 
teaching situation which has purpose, both immediate and 
future, and stimulates a long-needed liberation of academic 
freedom.. In summarizing this section on the developmental 
curriculum, the mature student, who emerges from a naturalist~ 
relativist program of music education will understand: 
1. The democratic and aesthetic theories of the 
plurality of values. 
2. The universal, contextual, relative dilemma. 
3. The rieed for philosophical inquiry. 
4. The socio~cultural values which affect the mean~ 
ing and nature of musical values. 
5. The psychological and historical determinants 
which give rise to objective and subjeetive 
interpretations of musisal literature. 
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6. The need for sound theoretiaal bases for musiaal 
criticism. 
7o The need for functional skills as applied under~ 
standing to musisal problems. 
8. The need and desire for active participation in 
the musical arts. 
9. The need for close social rapport with the arts. 
10. The value of music as an_aesthetic component in 
the good life of m&nkind and the means for its 
achievement. 
Education and Society 
The philosophical framework o.f this spe~~:ulative inter.::. 
pretation suggests a broader and more inclusive role for 
music education in con~ern with the means and ends of improv~ 
ing the cultural status quo. It was determined that edu~a­
tion was the logieal agen~y whi@h could treat the musical 
deficiencies of soeiety and aid· in the dyna.miB progress of 
the musical arts. The realization that the school ~an and 
should be an agency for the stimulation and aotivation of 
desirable 3hanges in society gives sreden®e to the prime pur-
pose of general contemporary education--to produce critical, 
productive people. Consistent with this significant end, and 
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with due regard for the needs of cultural reconstruction in 
the musical arts, the prime purpose of contemporary music edu-
cation, stated in terms of aesthetic libertinism, is to 
assist others to beeome critically intelligent about relations 
in musical styles and forms, about phenomena of musical tone 
and time, about justifications for aesthetic values, and 
about the humanistic import of music and aesthetics in the 
life process.. Such an objective is. stimulated by the urgent 
need for aesthetic education in the.value tensions of contem-
porary life. It may be stated furth;e:r>, according to the pro...:. 
posed purpose above, that the effeat of such education is 
determined and evaluated by the kind and degree of desirable 
change that occurs in society. This observation is notable 
because of the realistic educational accomplishments of the 
recent Nazi and Soviet states• Whereas the kinds arid degrees 
of changes that occurred in these cultures were de-sirable 
from a totalitarian point of view, democratically, such 
changes are rejected as highly undesirable. What must be 
realized from such a deliberation over education and society, 
is (1) the inherent power of the former in effecting changes 
in the latter, and (2) that the type of desirable change must 
be consistent with an acceptable philosophical view. Notwith-
standing the relative democratic merits of the theoretical 
received good and the disaovered good; the theories·of the 
constructed good and the reconstructed good are more 
259 
eonduaive to the type of desirable sh~e needed for aesthe~ 
tic libertinism, and for the type of 8ritieal, productive per~ 
son needed in a democratis society. The dis~ussion whish folw 
lows will indicate some positive direetionals and proposals 
for musiG education, in establishing a sosial rapport for the 
purpose of implementing desirable shanges.: 
1. Sinae the sshool has a great role in who shall 
and who shall not suceeed, so@ial eduaational 
limitations must be broken. Music eduaation 
aecording to this spesulative interpretation 
does not resognize a partitioned art for the 
/ 
elite and an art for the masses. The proposed 
developmental program regards general musis·as 
the eurrigular @enter from whish specialized 
instruation may naturally emerge. 
2. The sshool should enable the individual to par~ 
ticipate actively and fully in the musisal life 
of his time. A program of musio edueation must 
then be in gear with eul tura.l ehanges, with Qon-
tempora.ry problems, and with musisal innova-
tions as well as tra.ditionso Relativism stres~ 
ses the neaessity for transevaluations, open 
evidenae, and logical and psychological applica-
tions of theories verified by empirisal evi-
den~e. The lack of aaseptan~e of muGh 
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eontemporary musis is due. primarily to sonser~~ 
ative and somplasent attitudes, and to sonform-
ity in group behavior, both of whish tend to 
stimulated indisariminative thinking and pas-
sive musisal attitudes~ 
3. The sehool must be eonserned with the problems of 
how to bring aesthetig benefits closer to eom~ 
munity needs, and how to nurture the soeial 
funetion of aesthetie tastes. At this writing, 
pressing public interest in television as a 
mass eommunigative medium has caused hearings 
to be eondu®ted by the Federal Communisations 
Commission relative to the overabundanee of 
inferior program sontent. Networks are son~ 
eerned over the possibility of indirect, but 
effeetive government eontrol. The involvement 
is not a matter of 8ensorship or program eon-
trol per se,. but of a growing publia pressure, 
whish, through edu<iational ahange, has some to 
re8ognize the need for distinstive progr~ing. 
Faith in sush demoeratis endeavors should pro-
vide initiative and impetus for musis edusation 
to effeat. desirabl'e changes in publiely owned 
ahannels of sommunisation. The insrease and· 
availability of musi<i for publia oonsumption 
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can make musi~ a more signifi~ant element in 
American culture;· or negatively, thwart and 
avert the goals of aesthetic education. To 
neglect such avenues for desirable change 
through research, recommendations, and legisla-
tion as a professional body, would be indiQa~ 
tive of inconsistency with the desirable recon-
structed good. 
4. Naturalism reQognizes that music is not the pri~ 
vate affair of the musician. The major social 
levels of understanding indicate a plurality of 
values, which cannot be considered on an either-
or basis but rather on a continuum. The axioms 
of logical and psychological relativism support 
such generalizations. 
5. A community rapport for the description and imple-
mentation of the proposed program and goals of 
aesthetic music education is laudable. Stress 
in such a rapport should be the mutual realiza-
tion that the value of edw:~ation is the kind of 
society it produces, hence a common understand-
ing of goals is essental. The social agencies 
which become involved in such a rapport include 
not only the parents of students enrolled in 
public schools, but also manifold sources of 
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produation and aonsumption: private musis 
teashers, the Amerisan Federation of Musi~ians 
. - ' 
the AmeriGan Society for Composers Authors and 
Publishers, loeal musie dealers, musis publish-
ers, aontemporary aomposers,. performers, gri- .. 
ties, musiaologists, general edu~ators, resord-
ing corporations, eommunity religious leaders, 
sehool boards, aivie symphony orehestras and 
chorales, and state and federal advisory groups, 
whieh serve to guide indireatly in the publia 
interest. 
Publishers, for example, eannot be wholly taken to 
task for the dissemination of non~quality musie. Their prime 
eaonomio interest is regulated by the sanetions of supply and 
demand, which depend to a large extent on what the edueator 
recommends and purehases. Certainly, it is understood that 
the printing of better musia is not more expensive than that 
of lesser quality. Nevertheless, a mutual awareness for the 
goals of aesthetia education would create a desirable feeling-
tone for ehange and aommon interest in musisal betterment. 
The time has arrived also for an effort on the part 
of contemporary eomposers, performers, and edueators to join 
forces, in view of the need for revised studies in the per~ 
' . 
formance problems of twentieth century music. The sudden 
leaps and wide intervals of duodecaphonic musie, the rapid 
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alternation of meters, the awkward rest notations, and poly-
' 
metric techniques, all require an editing of contemporary 
music, which has thus far, in the twentieth century, given 
rise to a quasi 11 common-practice. 11 Such contemporary study 
materials, as well as compositions graded for maturity are 
needed as pedagogical and technical aids in the perceptive 
performance and in the aesthetic understanding of new music. 
Music educators' conferences need less stress on peda-
gogical, methodological, and performance factors, and 
increased emphasis on philosophical, aesthetic, and theoreti-
cal issues. It is not.enough to sociologically analyze the 
contemporary social status of the composer, performer, and 
educator--who, within the present state of affairs, may earn 
less financially than the piano tuner--but to suggest active 
programs for desirable change. Such change cannot help but 
involve diverse economic pressures of mass musical taste and 
political inferences of control-~local, state, national, and 
international. Hence, in regard for the needs of cultural, 
musical reconstructionism, the philosophical level of natural-
Jam suggests a social integration of the musical arts, a 
regard for society as primarily a consumer, and a committed 
recognition of the school as an agency for active change. 
Teacher Education 
Since the relative and qualitative success or failure 
of any program of music education rests ultimately with 
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superior teaching, the type and degree of teacher preparation 
is of foremost interest to this speculative interpretation. 
Four categories of courses at college level have been pro-
posed by professional accreditation committees--general cul-
ture, basic music, musical performance, professional eduoa-
tion. A cursory review of the historical changes in areas of 
curricular revisions and credit.:..hour emphases until the most 
recent recommendations, shoWS' that general agreement is a dif-
ficult task. For this reason accrediting agencies such as 
the National Association of Schools'of Music and the National 
Council for Accreditation of Teacher Education serve highly 
desirable roles in guidance, and in the maintainanae .and 
improvement of standards of preparation. Notable, however, 
in the review of music education accreditation, is an 
increased stress on performance factors and decrease in pro-
fessional education. Music literature in recent recommenda-
tiona, occupies one-fourth of the forty hours allotted for 
general cultur::e;, professional education, twenty-four hours; 
basic music--ear training, harmony, counterpoint, composition, 
form and analysis, arranging, reading--sixteen hours; and 
musical performance, forty hours .. 
It is not the intent of this discussion to propose a 
revised categorization, nor to suggest additional alterations 
in the distributed balance of credit hours, although it is 
recognized that such changes may be forthcoming. The 
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important considerations, which are derived from an examina-
tion of the status quo preparation of music educators, 
involve realistic appraisals of the kind of musical society 
which is desirable, and the kind of educator needed for quali-
tative implementation. Both considerations must be reaog- _ 
nized, primarily, within a given philosophical framework in 
order to adequately prescribe any meaningful system of pre~ 
paration. Past changes in the philosophies of musi~ edu~a­
tion, and consequent recommendations and revisions of teacher 
education ~urricula serve to illustrate the validity of the 
above generalization. For the purposes of speculation, the 
intent here is to indicate, _within the proposed philosophical 
orientation, the type of music educator who would, mqst 
readily, meet the challenge of value~edu~ation, in general, 
and aesthetic education, in particular. The criticisms 
directed against existing conservative types of teacher pre-
paration are largely philosophical, and are concerned with 
intent as well as eontent, in reference to the philosophical 
and aesthetic beliefs of naturalism and relativism. 
lo The educator's role in the development of aesthe-
tic understanding is that of a musical,' demo-
cratic expert. As such, edueational dogmatic 
assertions, which tend to indoctrinate, are 
rejected. Acceptable, are the abilities (a) to 
translate general agreements into workable 
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praotiaes, (b) to distinguish between value 
judgments, (e) to guide others in the formula-
tion of valid generalizations and musical eon-
eepts which develop aesthetic libertinism, (d) 
and to transevaluate theories of aesthetie 
values in a setting for learning generated by 
free inquiry. Sush an edueator is, in essenee, 
a aoordinator, a eonsul ta.nt, and a moderator of 
the aesthetic edueational process, imbued with 
musieal imagination and the power to motivate 
and guide others. Preparation for demoerati0 
leadership in musiaal understanding should pro-
vide the keystone for the formal preparation of 
potential teachers. Qualifiaation~ for admis-
sion to, and evaluations of growth in programs 
of teacher preparation must include considera-
tions for leadership· ability, attitudes toward 
educational responsibilities and commitments, 
as well as understandings of the flexible 
nature and funotion of eritiGal aesthetic ana-
lysis. 
2. The potential musis educator needs not only the 
attitudinal and personal qualifications above, 
but also an excellent grasp of musical strua-
ture, composition, and literature consistent 
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with the nature of the musical art. In addi-
tion, he must possess the ability to demon-
strate and to select materials readily illus-. 
trating those musical qualities, which require 
perception and understanding in the aesthetic 
process. While the present prevailing program 
of preparatiqn does provide generally for ade-
quate performance, sueh musical skill is too 
often divorced from a general integrated plan 
of meaningful aesthetic growth. Severely 
departmentalized.arrangements and overall neg-
lect for the significance of the force of music 
education in society have produced, in many 
cases, an atomistic type of learning character-
ized by isolated aims and steps. The music edu-
cator has need for a thorough perceptive 
acquaintance with all periods of musical liter-
ature, not the fine sweep of a survey course; a 
functional, creative knowledge of the theoreti-
cal and compositional techniques of musical 
organization as they apply to the total history 
of musical literature-~including the techniques 
of contemporary aomposition--not merely a satu-
ration in the rules of the common-practice 
period; and the ability to interpret these 
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understandings aesthetically, through meaning~ 
ful analyses and performances, not as knowledge 
for the sake of display in technical profi-
ciency. Such a preparatory ~ore in 11general 11 
music provides, in a developmental manner, for 
the concentrated branches of instrumental and 
choral specialism. 
3a The Gategory of general culture must include pre-
paration in philosophy and aesthetics, cultural 
anthropology~ and the social sciences, while 
courses in professional education should-be con~ 
cerned with the philosophical and pedagogical 
translation of cultural issues in terms of the 
aesthetic and soaial functions of music educa~ 
tion. The interdisciplinary effect of all 
interrelated musical, philosophiaal, and cul..:.. 
tural understandings are acaumulated in music -
education courses for the following purposes: 
a) To develop the means and ends of the role of-
music education towards the musical better-
ment of society. 
b) To develop an attitude of willingness and 
desire for philosophical inquiry. 
c) To develop an understanding of the role of 
conformity and conservation in view of the 
cultural lag. 
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d) To develop &n understanding of the relative 
social, politi~al, and $Ultural determi-
nants in musis as these effe®t the fun~­
tions of musis edueation in a free soaiety. 
e) To develop a creative attitude towards lib-
eral musical experimentation whiah re~og~ 
nizes both the pitfalls of novelty and man's 
inherent search in the unfamiliar for new 
concepts of aesthetia musi<u.l expression. 
f) To develop an understandin~ of status and 
social role in so®ial class stru~ture on 
the basis of new socio~musi®al knowledge. 
g) To develop an attitude whieh fosters shared 
responsibilities of diverse br.anehes of 
~nowledge--intra and intercultural--in prob-
lems of mutual concern and musical inter-
ests, culminating in a readiness to accept 
the responsibilities of musis integrationo 
h) To develop the type of educator, espeaially 
oriented to the rigors of general music, 
who must recognize a eontinuum of values, 
the need for aesthetic awareness, and th~ 
importance of a practical commitment to 
responsible action. The neglect for ade-
quate preparation toward this purpose has 
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been espe®ially signifittant. While the 
imbedded traditional difficulties of suoh 
tea®her edueation are re~ognized, the son-
temporary need for desirable ~hange--philo~ 
sophie and curricular--are 0rucial for the 
reconstrugtion of musi8 edu8ation. 
What is suggested here is a revision of both the 
intent and eontent of traditional preparation for musie edu8a-
tion, whi8h, in ht past, have plaaed undue emphasis on method-
ology and praoti6al considerations in lieu of philosophieal 
and theoretical understandings geared to the nature of the 
musical arts and the sosial funstions of-education. The type 
of nmsi8 edusation proposed by naturalism and relativism 
requires teachers who are musically aware of the- aesthetic 
8omponents, the aesthetic value theories, the plurality of 
musical values, and the needs, means, and ends of an improved 
social rapport. A highly departmentalized preparation would 
detraet from sommon purposes and tend to narrow rather than 
broaden perspectives for axiological and aesthetic understand-
ings. 
Functioning objectively and tolerantly, for the above 
purposes, eourses in music eduaation, per se, oould serve as 
the hub of a musical wheel of learning, whi®h would rely 
strongly on literature, history, theory, @Omposi tion, ana--
lysis, and performanse, thus providing an environment for a 
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liberal, multidisciplined exshange of inquiries and ideas. 
Graduate education should be con~eived of in terms of cycli-
cal development on more mature bases of philosophical and 
aesthetic growth, emerging from greater depths of musical, 
cultural, and aesthetic understandings, .and eulminating in 
more active roles in the renascence of music and societyo 
Such a music educator would satisfy Heylrs qualifications for 
the hypothetical expert in aesthetics. Qualitative sensitiv~ 
ity, extensive experience, liberal, cultural sufficeney and 
perspective, tolerance unmarred by egocentricity, normality 
over eccentricity, adequate theoretical, and critical bases--
all these would characterize the desirable qualities of the 
music edueator as well as the teacher of music educators. 
Neglect for the preparation of such teachers would defeat the 
contemporary needs and objectives of aesthetis, value~een­
tered music education. 
In conclusion, it must be understood that an adequate 
rapport with administrative and supervisory channels is essen-
tial for the successful implementation of this or any sug-
gested proposalo Without the firm understanding and sub-
stantial support--financial, curricular, and philosophical--
by structural channels of administra~ion, su~h an interpreta-
tion for music education would tend to remain at non-fun8-
tional, idealistic level of operationo It is essential, 
therefore, that all who are involved in the educational 
situation understand and implement the aesthetic goals and 
functions which serve to direct the total program. 
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CHAPTER V 
CONCLUSION AND RECOMMENDATTONS 
It was the purpose of this study (1) to examine the 
philosophical bases which provide the foundations for the 
major aesthetic dimensions of musical values, (2) to analyze 
the implications of philosophical and aesthetic value theo-
ries for contemporary music education, and (3) to formulate a 
synthesis and interpretation of the established value theo-
ries for a desirable program in music education. Chapter V 
will conclude the research with a summarizing critique sug-
gesting needs and approaches for further study. 
I. CRITIQUE 
This study was initiated by the critical need for 
change in the theory and practice of contemporary music educa-
tion. The method of philosophical inquiry was utilized as a 
means of formulating broad fundamental generalizations, which 
were interpreted, in speculation, for a desirable program of 
contemporary music education. It was determined through ana-
lyses of general, educational, and musical philosophies, and 
their corresponding aesthetic theories of music; and through 
analyses of ~he implications of these philosophies and aesthe-
tic theories in contemporary music· education, that naturalism 
was a most desirable philosophical level of musical aesthetics, 
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and relativism, a most desirable theoretical aesthetic basis 
upon \'fhich a program of democratic music education could be 
:formulated. 
The final interpretation, although speculatively 
valid, was concerned With the logical implementation of the 
philosophical-educational~musical complex in a coherent and 
consistent theoretical merger for contemporary music educa-
tion. Following a proposed philosophical orientation, which 
was embodied in naturalist~relativist beliefs for the desir~ 
able good, issues were interpreted; curricula, suggested; the 
socio~educational and socio~musical rapport, established; and 
the desirable preparation.of necessary teacher education, sug-
gested. While the conclusions of the research were summarized, 
in effect, with the formulation of generalizations, a critique 
of the speculative interpretation discloses the following: 
1.. Naturalism and relativism can serve as bases for 
the formulation of highly desirable interpre-
tative guideposts in conceptual change and cur-
riculum development for a practical program of 
aesthetically-centered music education. 
2. Naturalism and re1ativism provide for desirable 
change through recognition of rational democra-
tic processes.in a five~fold manner; the lib-
eral cognizance of a social plurality of values, 
the need for aesthetic libertinism, the need 
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society, for unless one can help himself, there 
is little hope of his helping others--a true 
individualism means social progress,. 
8. Naturalism and relativism provide a desirable phi-
losophical and theoretical framework from whieh 
a renewed emphasis on the needs for value learn-
ing and aesthetic education Gan emerge. ~e 
consequent dimensions of import for music edu-
cation in such an education~l setting are 
indeed, far-reaching·in all aspects of life. 
9. Naturalism and relativism signify the concern of 
liberal and radical thinkers over the present 
unprecedented crisiswculture not only for music 
education and mass society in the confines of 
American culture, but also for the peace and 
security of international society and the need 
for the avoidance of parochialistic and ethno-
centric thinking. 
10. Naturalism and relativism contend that one of the 
major tasks of the school in a democratic soci- ·-
ety is to impress constantly upon the educator 
and the educatant the active role they play, 
indeed, must play in achieving the common good 
of their country, and their world. 
11. Naturalism and relativism insist upon a program 
of music education which stems from musical not 
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extra-musiaal needs. The aurrieulum, ao~tent, 
and materials are therefore developed on the 
basis of aesthetia musiaal values. 
12.. Naturalism and relativism realize the need for 
superior teaehing as a vital adjunct to the 
implementation of any forward-looking program 
of music eduaation. The preparation of suah 
teaehers neeessitates a revision of the intent 
and content of traditional teaaher education. 
The ideas of many--especially those of liberal and 
radical leanings--were incorporated in both the formulation 
of generalizations and the interpretative proposals of Chap-
ter IV. It is en~ouraging to note·that ariti®al thinkers in 
diverse fields have eontributed through_ positive inquiry, 
towards recent ahanges in social~betterment and demoeratia 
education. An awareness of the musical needs of the individ~ 
ual and soeiety is aonsistenly growing. The efforts of philo-
sophers, general educators, psy-ehologists, sociologists, 
music educators, and others, have nurtured realistic apprais-
als of musit!Htl issues, have stress,ed the need for ahanging 
eonaepts, and have suggested desirable Ghanges .• 
It is unfortunate, when one considers the perplexity 
and gravity of the cwntemporary eri ti.eal issues in musics edu-
cation, that relatively little positive thinking and reeon-
strustive astion is undertaken by musie edueators:· per ~· 
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The profession has reaehed a maturation point where the exeit-
ing musical and educational shallenges of naturalism and rela-
tivism ean provide a renewed and vigorous philosophical frame-
work. The music educator has arrived at a eruaial turning 
point in the realization of eontemporary issues. The resolu-
tion of these problems need not be based on an either-or 
attitude; should not be complacently regarded as an illness, 
which will heal with passing time; but must be approaehed 
vigorously at the logical leVel of philosophy~ 
The need for philosophi@al inquiry in music, and in 
music education is paramount. By reduaing issues to aesthe-
tie components, to axiologieal, epistemological, and ontologi-
cal bases, the inquirer learns that·much of what is commonly 
aocepted as musical truth, as musiaal reality, and as·mueisal 
value, is in many instances, paradoxioal and ambivalent, 
standing in dire need of scientific, historieal, and cultural· 
experimentation and validity. The antitheses involving musi-
cality, the nature of the aesthetie musia .experience, e4tra-
musieal values, iconographic and symbolistic musical meanings, 
form and content, intrinsic and extrinsie musiGal benefits·, 
social and individual manifestations of musi<ilal value, cri-
teria for musical criticism, and the functions of the above 
in terms of the educational dilemma, tend to remain in the 
' 
province of philosophy. The issues directed towards contem-
porary music education entail philosophical and musical 
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beliefs and understandings, not only of what music shall be 
taught and how shall music be taught, but indeed, why should 
music be taught. The answers to all three questtons, and 
especially the last, are ground in the coherent and consist-
ent set of beliefs which comprise the philosophy of an indi-
vidual or a group. Since such beliefs are influenced by the 
uncovering of new evidence, by ideas evolving from experimen-
tation, and by crises-situations, as well as by habit and 
tradition, additional studies and research projects are 
essential to the search for a desirable good. 
The speculative interpretation, formulated in this -
study, repr_esents a positive, logical approach to the ques-
tions and problems of contemporary music education. The theo-
retical validity and practical implementation of such a-pro~ 
gram of education for aesthetic values rests on the resulting 
outcome of spplication. Hence, new psychological and musical 
learning concerned with the aesthetics of the sensual rela- -
tions to phenomena of tone and time, new anthropological and 
cultural evidence concerning the musical aesthetics of other 
diverse cultures, and new social evidence concerning the aes-
thetic and educational needs of man in an age of atomic 
energy--all three directionals Will serve either to enhance 
the naturalist-relativist position of reconstruction, or to 
promote more traditional or conservative philosophic posi-
tions. In either case, however, additional knowledge and 
inquiry are essential. 
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II. RECOMMENDATIONS FOR FURTHER STUDY 
The suggestions and recommendations which follow indi-
cate several specific selected areas and diverse issues which 
remain in need of further clarification through extensive 
research. 
1. Project and team research fostered by the profes-
sional organizations to determine for music, 
for education, and hence, for society, the 
validity of education for musical aesthetic 
values. 
The acceptance and success of aesthetic music educa-
tion as a necessary facet of human life, as a truly educa-
tional need, and as a required bona fide study for all stu-
dents at all levels, depends, to a great extent, on how 
deeply such beliefs are felt by music educators, and how wil-
ling they will be to convince others. While individual think-
ing and speculation with ideas is in keeping with the highest 
democratic ideals, group projects are often more effective in 
translating and in communicating ideas into effective prac-
tice. Such research should serve to clarify both. the develop-
mental need for the implementation of an articulated program 
of general music from elementary through higher education, as 
well as the type of teacher preparation necessary to fulfill 
the aesthetic means and ends. 
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2. Detailed logical and pedagogical applications of 
alternate value theories to further spe~ulative 
progr~s of music edu~ation. 
Naturalism and relativism must withstand open criti-
cism and comparison in order to a@hieve a desirable majority 
consensus and validity. Therefore, the need for philosophi~ 
cal and practical examination of other positions is essen~ 
tially invited. Such studies should consider revisions of 
curricular needs stipulating pedagogical approaches towards 
the implementation of the aesthetic function. In so far as 
possible, research in this area should be of an experimental 
natureo 
3o Definition and clarification of what is expressly 
implied by the 11musically~educated person." 
Such studies would search for norms in aesthetic and 
musical behavior in contemporary society. The implied func-
tion of this type of research indicates the possible utiliza-
tion of case~study methods, questionnaire of personal inter-
' views, and psychological findings, culminating in more pre-
cise levels of maturation in the process of musical growth 
and development. 
4. Further clarification and experimentation in the 
psychological nature of music and the affective 
nature of man, supplementing--by verification 
or negation-~the findings of Seashore, Meyer, 
Mursell, Langer and others. 
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The needs for meaningful research in the psychology 
of music education have been and continue to be imperative. 
The apparent lack of substantial agreement among experts con-
cerning the nature and measurement of musicality tends to pro-
mote educational and philosophical confusion. A program of 
music education which stresses aesthetic values. must be based 
on sound psychological principles, verified experimentally, 
which recognize a valid relation of music to the human senses 
and intellect. The mass conditioning of society in a eon-
textualist system of aesthetic meaning has caused cleta.vages 
which require educational enlightenment. Extensive studies: 
of what reactions to musi@ are 11 legi timately 11 musical, as 
well as critical examinations of the paradoxes in musieal 
meanings~-the senses in which extra-aesthetic and non-m:usical 
meanings have been attributed to musical works--are necessary. 
5. Application of value theories to contemporary 
musical composition, and their considerations 
in aesthetic education. 
The problems of modern music must become the concern 
of the educator-aesthetician. Resolution of these problems 
for aesthetic education depends, aside from more thorough-
going programs of music preparation, upon philosophical 
inquiry and theoretical appliGation of value criteria in 
areas of new aontroversial musical composi-tion. 
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6. Studies to determine effe0tive ways by which 
music educators can assume a more active role 
in the quality of music transmitted by mass 
media. 
Such studies should offer frank uninhibited appraisals 
of those economic forces which heedlessly counteract the aes-
thetic functions of music education by mass dissemination of 
quantities of inferior music. The important role played by 
the recording industry, and television and radio programming, 
on the conditioning of the masses, cannot be overlooked any 
longer, nor considered as separate from the educational juris-
diction. Avenues for mutual interests and goals, through 
arbitrary understandings, must be established with these and 
other social agencies. 
7. Research which would indicate how the aesthetic 
discipline serves to color and infuse the intel= 
lectual and scientific. 
The valid use of music as an;aesthetic embellishment 
to other areas of study entails further probing into the 
issue of intrinsic and extrinsic musical values. In proceed~ 
ing from either or both directions toward a locus of estab~ 
lished aesthetic objectives, the conclusions reached would 
aid substantially in a rational resolution of this problem. 
8. Rational analyses of the criticisms directed 
against contemporary music education by 
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musicians, educators, and laymen, to determine, 
for positive purposes, the degree of emphasis 
delegated by these groups to the aesthetic 
functions of music. 
Such studies should aid in establishing a satisfac-
tory understanding and rapport with related interests for the 
sake of analyzing and utilizing valid criticisms in renewed 
aesthetic interpretations. The professional status of musie 
education becomes enhanced by the acceptance and functional 
translation of criticism. 
9. Redefinition of amateur and professional musical 
life with application to the role of music edu-
cation. 
Reports of this type should indicate realistically, 
the productive and consumptive dilemma of musical society. 
What professional and occupational opportunities are readily 
available to the performer? What role should labor unions 
assume in the promotion of amateur and community music? What 
are the educational and social responsibilities in guiding 
individuals towards professional or amateur musical careers? 
10. Studies to determine the validity and function of 
the formal musical critic and connoisseur. 
Such studies should evaluate objectively, both the 
intrinsic and extrinsic values of formal criticism in rela-
tion to aesthetic conflicts and the inherent educational 
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purposes for socio-musical betterment. A literate and 
informed musical society requires expert functional criticism 
which avoids dogmatism and aids in the understanding of musi-
cal problems. Thus, the socio-musical role of the critic in 
the better-ordered society requires redefinition and renewed 
philosophical orientation. 
llo . .Socio-musical research which would clarify the 
desirable role of music education in emproving 
critical standards, in emphasizing logical meth-
ods of inquiry, and in presupposing universal-
ity and world-outlook: 
The questions of socio-musical consensus in regard to 
the standards of consumer music, and to the proposed aesthe-
tic social functions of music, remain in a nebulous state. 
How will the desirable level of aesthetic discrimination be 
translated into a working reality for the common good? Assum-
ing such a state has been reached, will the yardstick which 
measures the good then be universally acceptable? Are there 
musical needs which all cultures hold in common? 
12w Determination of the types of studies in philoso-
, 
phy, aesthetics, sociology, and anthropology, 
at college level, which would be most benefi-
cial to potential music educators, performers, 
composers, and musicologists. 
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Conducted on multi-disciplined levels of inquiry, 
such studies should indicate a desirable developmental 
approach, a core of common learnings, and a stress on logical 
relativism •. The need for cultural studies of this nature for 
performers, composers, and musicologists must also be deter-
mined. 
13. Socio-musical studies which would indieate the 
kind and degree of influenee of publie s0hool 
music education on community music. 
Such sociological research on community, state, and 
national levels should endeavor not only to statistically 
report on the state of music a~tivities in each respective 
area, but also to compare in a correlative manner, the status 
quo with the existing aims and objectives of the particular 
school system. Does the school function to change the musi-
~al behavior of the community, the state, ete. • •• 1 In 
what ways can an improved rapport for desirable change occur 
after public s~hool instruction ends? In what manner can the 
theoretical levels of appreciation be rationalized to meet 
the problems unique to various ability levels and mixed eth~ 
nic groups? Data obtained from these investigations should 
be interpreted in terms of democratically oriented common-
school doctrines and the desirable levels of musical dis-
crimination. 
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14. Need for definition and elaboration on the values 
of music in relation to specific social func-
tions, i.e., criminal rehabilitation, general 
therapeutic concerns, industry, etc. • •• 
Such studies would endeavor to determine for the edu-
cator•aesthetician what true human values may be derived from 
musical experiences. What are the social benefits of musical 
aesthetics which cannot be claimed by the other arts, or 
other non~musical activities? 
15. Further studies. in comparative music education 
which would reveal how other cultures validate 
the aesthetic function of music. 
Studies in this field have dealt largely with compara-
tive methods and curricula.. B"eginnings in the establishment 
of an international rapport have been so encouraging, that 
such suggested studies in intra~cultural aesthetics may well 
be forthcoming at this writing. 
These recommendations for further study are not mutu-
ally exclusive. Each enhances and stimulates the findings of 
the other, so that a body of knowledge may be accumulated and 
utilized for purposes of concerted action and desirable 
change in the philosophical and aesthetic search by conte~po­
rary music education for the socio-musical good in a critical 
age. 
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DISSERTATION 
AN INTERPRETATION OF PHILOSOPHY AND AESTHETICS 
FOR CONTEMPORARY MUSIC EDUCATION 
The purposeffi of this study were (1) to examine the 
philosophical bases which provide the foundations for the 
major aesthetic dimensions of musical values; (2) to analyze 
the implications of philosophical and aesthetic value theo-
ries for contemporary music education; and (3) to formulate 
a synthesis and interpretation of the established value 
theories for a desirable p~ogram in music education. 
This study was initiated by the critical need for 
change in the theory and practice of contemporary music edu-
cation proceeding from the following basic assumptions: 
1. The manifold problems in music education are 
involved with aesthetic values. 
2. Aesthetic values provide the basic premises upon 
which individual and group musical behavior 
should be patternedo 
3. Educational institutions, social agencies, and 
political pressures tend to perpetuate pat-
terned behavior. 
4. Music education could be value~centered, provid~ 
ing for the transevaluation of aesthetic 
values. 
5. The study of general and educational philosophy 
promotes the development of rational bases for 
consistency in value judgments. 
6. Indifference to philosophical inquiry in aesthe-
tic values tends to stifle the full capabil-
ities of the music educator. 
2 
7. The study of musical values, in general, utilizes 
an interdisciplinary approach which bears not 
only upon philosophy, but also upon the disci-
plines of related areas. 
The method of philosophical inquiry was utilized as a 
means of formulating broad fundamental generalizations which 
v1ere interpreted, in speculation, for a desirable program of 
contemporary music education. It was determined (1) through 
analyses of general, educational 1 and musical philosophies, 
and their corresponding aesthetic theories of music; and (2) 
through analyses of the implications of these philosophies 
and aesthetic theories in selected problems of music educa-
tion, that naturalism was a most desirable philosophical 
level of musical aesthetics, and relativism, a most desirable 
theoretical basis upon vlhich a program of democratic music 
education should be founded. 
The final interpretation, although speculatively 
valid, was concerned with the logical implementation of the 
philosophical-educational-musical complex in a coherent and 
consistent theoretical merger for contempo~ary music educa-
tion. Follo'\'Ting a proposed philo'sophical orientation, which 
was: em"Qodied .in naturalist.:..relativist beliefs for the desir-
3 
able good, :issues w·ere interpreted; curricula, suggested; the 
socio-educ~tional and socio.:;.musical rapport, established; and 
the desirable teacher preparation, suggested. 
The need for philosophical inquiry in music, and in 
music education is. paramount.. By reducing issues to aesthe-
tic compone_nts, to axiological, epistemological, and onto-
logical b~ses, it was learned that much of what is commonly 
accepted as musical truth, as musical reality, and as musical 
value, is in many instances paradoxical and ambivalent, stand-
ing in dire need of scientific, historical, and cultural 
experimentation and validity. The antitheses involving musi-
cality, t~e nature of the aesthetic musical experience, 
extra-musical values, iconographic and symbolic musical mean-
ings, form and content, intrinsic and extrinsic musical 
benefits,: social and individual manifestations of musical 
value, criteria for musical criticism, and the functions of 
the above in terms of the educational dilemma--all these tend 
to remain in the broad province of philosophical inquiry. 
The crit:Lcal issues involved in contemporary music education 
I 
entail philosophical and musical beliefs and understandings, 
not only of what music should be taught and how music should 
be taught, but indeed, why music is a necessary function of 
4 
education. The ans1..;rers to all three questions, and espe-
cially the last, are ground in the coherent and consistent 
set of beliefs which comprise the philosophy of an individual 
or a group .. 
The speculative interpretation formulated in this 
study represents a positive, logical approach to the 
questions and problems of contemporary music education. The 
theoretical validity and practical implementation of such a 
proposed interpretation of aesthetic educational values rest 
on the resulting outcome of application. Hence, new psycho-
logical and musical learnings concerned with the aesthetics 
of the sensual relations of tonal and temporal phenomena; new 
anthropological and cultural evidence concerning the musical 
aesthetics of other diverse cultures, and new social inquiry 
into the aesthetic and educational needs of man in an age of 
atomic energy--all three directionals will serve to enhance 
the naturalist-relativist position of reconstruction, or to 
promote more traditional or .. conservative philosophical 
posi tiona .. 
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DISSERTATION 
AN INTERPRETATION OF PHILOSOPHY AND AESTHETICS 
FOR CONTEMPORARY lVIUSIC EDUCATION 
Statement of the p1·oblem. The purposes of the study were (1) to 
examine the ;philosophical bases which provide the foundations for the 
major aesthetic dimensions of musical values; (2) to analyze the impli-
cations of philosophical and aesthetic value theories for contemporary 
music education; -and (3) to formulate a synthesis and interpretation 
of the established value theories for a desirable program in music 
education. 
Method of research. This study was- initiated by the critical need 
for change in the theory and practice of contemporary music education 
proceeding from the following basic assumptions: 
1. The manifold· problems in music education are involved with 
aesthetic values. 
2. Aesthetic values provide the basic premises upon which in-
dividual and group musical behavior should be patterned. 
3. Educational institutions, social agencies, and political pressures 
tend to perpetuate patterned behavior. 
4. Music education could be value-centered, providing for the 
transevaluation of aesthetic values. 
5. The study of general and educational philosophy promotes the 
development of rational bases for consistency in value judgments. 
6. Indifference to philosophical inquiry in aesthetic values tends 
to stifle the full capabilities of the music 'educator. 
7. The study of mtJ.sical values, in general, u_tilizes an inter-
disciplinary approach which bears not only upon philosophy, but also 
upon the disciplines of related areas. 
· The method of philosophical inquiry was utilized as a means of 
formulating broad fundamental generalizations which were interpreted, 
in speculation, for a desirable program of contemporary music education. 
Conclusions. It was determined (1) through analyses of general, 
educational, and musical ;philosophies, and their corresponding aes-
thetic theories of music; and (2) through analyses of the implications 
of these philosophies and aesthetic theories in selected problems of 
music education, that naturalism was a most desirable philosophical 
level of musical aesthetics, and relativism, a most desirable theoretical 
basis upon which a contemporary program of democratic music educa-
tion should be founded. 
The final interpretation, although speculatively valid, was con-
cerned with the logical implementation of the philosophical-educational-
musical complex in a coherent and consistent theoretical merger for 
rontemporary music education. Following a proposed philosophical ori-
entation, which was embodied in naturalist-relativist beliefs for the 
desirable good, issues were interpreted; curricula, suggested; the socio-
educational and socio-musical rapport, established'; a,nd the desirable 
teacher preparation, suggested. 
By reducing issues to aesthetic components, to axiological, 
epistemological, and ontological bases, it was learned that much of what 
is commonly accepted as musical truth, as musical reality, and as 
musical v-alue, is in many instances paradoxical and ambivalent, stand-
ing in dire need of scientific, historical, and' cultural experimentation 
and validity. The antitheses involving musicality, the nature of the 
aesthetic, musical experience, extra-musical values, iconographic and 
extrinsic musical benefits, social and individual manifestations of musi-
c.>al value, criteria for musical criticism, and the functions of the above 
in terms of the educational dilemma-all these tend to remain in the 
broad province of philosophical inquiry. 
The speculative interpretation formulated in this study represents 
a positiv-e, logical approach to the questions and problems of con-
temporary music edu:cation. The theoretical validity and practical im-
plementation of such a proposed interpretation of aesthetic educa-
tional values rest on the resulting outcome of application. Hence, new 
psychological and musical learnings concerned with the aesthetics of 
the sensual relations of tonal and temporal phenomena, new anthro-
pological and cultural evidence concerning the musical aesthetics of 
other diverse cultures, and new social inquiry into the aesthetics and 
educational needs of mim in an age of atomic energy-all three 
directionals will serve to enhance the naturalist-relativist position of 
reconstruction, or to promote more traditional or conservative philosophi-
cal positions. 
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